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Tiivistelmä – Abstract 
 
Tässä pro gradu -tutkielmassa käsitellään naiseuden ja selviytymisen representaatioita mash up -romaaneissa Pride and Prejudice and Zombies, 
Jane Slayre ja Little Vampire Women. Tutkielman tavoitteena on osoittaa kuinka parodiset adaptaatiot kirjoittavat uudelleen lähdetekstejään 
eli Ylpeyttä ja ennakkoluuloa, Kotiopettajattaren romaania sekä Pikku naisia käyttäen genrefiktiosta tuttuja teemoja ja piirteitä. Tutkielmassakin 
tarkastellut mash up -romaanit ovat kaunokirjallisia teoksia, jotka kohdistavat parodian ja pastissin elementtejä lähdeteksteinään 
käyttämiinsä teoksiin. 
 
Uudelleenkirjoittaminen käsittää erilaisia tapoja kirjoittaa ja kertoa uusiksi tekstejä ja narratiiveja, ja se tapahtuu yhtä aikaa konkreettisena 
uudelleenkirjoittamisena sekä lähdetekstin ideoiden uudelleen arvioimisena. Näin ollen uudelleenkirjoittaminen on myös intertekstuaalista 
sekä palimpsestistä, sillä se tapahtuu kahden tai useamman tekstin välimaastossa. Koska mash-upit ovat lähdetekstin pohjalta muodostettuja 
adaptaatioita, on olennaista ottaa myös huomioon imitaation ja hybriditeetin käsitteet. Adaptaatio on tietoisesti tuotettu versio toisesta 
teoksesta, joka tiedostaa teosten välillä olevan suhteen. Siinä missä parodia perustuu lähdetekstin ja parodioivan teoksen erilaisuuteen, 
pastissi painottaa teosten samankaltaisia piirteitä. Mash up -romaanit käyttävät kaikkia edellä mainittuja keinoja kirjoittaessaan uudelleen 
lähdetekstiensä naiseuden ja selviytymisen representaatioita. 
 
Kirjallisuudessa esiintyvät naiskuvat syntyvät kulttuurissa ilmenevistä käsityksistä naiseudesta, jotka vaihtelevat kulttuurista ja kontekstista 
toiseen. Koska jokaisella yhteisöllä on oma prototyyppinen mallinsa tai ideaalinsa naiseudesta, sukupuolta suoritetaan eri tavoin erilaisissa 
sosiaalisissa ja kulttuurisissa konteksteissa. Toisin sanoen, naiseuskäsitykset perustuvat toistoon ja imitaatioon, ja niiden kuvitellaan 
toistuvan samanlaisina kerta toisensa jälkeen. Näin ollen naiseus saattaa ilmetä ideaalin mallin kaltaisena, mutta myös sen vastaisena, jolloin 
kyseinen naiseuden esitys tunnistetaan epäaidoksi. Tutkielma osoittaa käyttäen esimerkkeinään romanttista kirjallisuutta, goottilaista 
kauhukirjallisuutta sekä kauhukirjallisuutta ja -elokuvaa, että naiseutta ei nähdä eri tavoin pelkästään eri sosiaalisissa konteksteissa vaan 
myös eri genreissä. Tämä voidaan osoittaa tarkastelemalla niitä tapoja joilla mash up -romaanit käyttävät genremateriaalia luomaan parodista 
kontrastia lähdetekstin ja itsensä välille. Esimerkiksi Jane Austenin romaanin hienostunut naiseus asetetaan vastakkain naissoturin troopin 
kanssa. 
 
Selviytymisen käsitettä on melko haasteellista eritellä, mikä johtunee käsitteen läpinäkyvyydestä. Siinä missä sairaudesta, sodasta tai 
lentoturmasta selviytyminen on helppo tunnistaa, sosiaalinen tai taloudellinen selviytyminen ovat huomattavasti vaikeampia erottaa. Niitä 
ei välttämättä voi tunnistaa aistein eikä niitä ehkä lausuta ilmi. Selviytyminen voi siis ilmetä myös jokapäiväisenä selviytymisenä, 
pärjäämisenä, sisuna tai aktivismina. Kirjoittaessaan uudelleen lähdetekstiensä selviytymisen representaatioita, adaptaatiot käyttävät 
hyväkseen genremateriaalin luomaa elämään ja kuolemaan kytkeytyvää selviytymisen käsitettä, jonka voidaan käsittää painottavan 
lähdetekstien vähemmän ilmiselviä selviytymiskuvia. Selviytymisen representaatioiden analyysissä käytetään tukena kolmijakoista mallia, 
jonka eri kategoriat painottavat selviytymisen eri osa-alueita: selviytyminen tottelevaisuuden kautta, selviytyminen yhteiskunnassa ja 
selviytyminen aktivismin kautta. Adaptaatioiden voidaan nähdä osoittavan esimerkiksi naisten tarpeen avioitua selviytyäkseen 
yhteiskunnassa. Tätä sosiaalisen selviytymisen käsitettä vahvistetaan kuvaamalla naishahmojen konkreettista aktivismiin perustuvaa 
selviytymiskamppailua. 
 
Mash up -romaaneja on kritisoitu niiden kaupallisuudesta. Tätä näkökulmaa painottavat tahot jättävät huomiotta teosten roolin 
lähdetekstien uudelleenkirjoittajina ja -kertojina. Unohtaa ei pidä myöskään mash up -romaanien muuta potentiaalia, sillä ne pystyvät 
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Tiivistelmä – Abstract 
 
This pro gradu thesis discusses the rewritten representations of femininity and survival in mash-up novels Pride and Prejudice and Zombies, 
Jane Slayre, and Little Vampire Women. The aim of this thesis is to show how the parodic adaptations, using genre fiction topoi as tools, 
rewrite the representations of femininity and female survival of their source texts Pride and Prejudice, Jane Eyre, and Little Vampire Women. 
Mash-up novels, such as those studied in this thesis, are literary works that use a preexisting canonical novel as a source text, which they 
then adapt by imposing elements of parody and pastiche on it. 
 
Rewriting encompasses numerous levels of re-writing and re-telling. It is both the mechanic process and the ideological writing-again 
behind the process of rewriting which can both repeat and revaluate words and ideas and write against them. In addition to this, rewriting 
is intertextual and palimpsestic in the way it takes place between two texts and how it settles in a whole network of them. In addition to 
these, the ideas of imitation and hybridity have to be taken into consideration due to their participation in the transformation of the source 
texts and their narratives into mashed up adaptations. Adaptation, parody, and pastiche can be seen as some of the many forms of rewriting. 
An adaptation is an articulated and deliberate revisitation of another work of art. Whereas parody's relationship to its source text is defined 
by difference, pastiche emphasizes similarity. A mash-up novel utilizes all these aspects in its rewriting of femininity and survival. 
 
Literary representations of femininity can be seen to stem from the concept's culturally defined perceptions. These, in turn, vary from one 
context to another. Because each social system has its own prototypical or ideal model of a woman or a man, gender is also performed 
differently in different social and cultural contexts. In other words, femininity is based on repetition and mimicry. Thereby femininity may 
also be thought to recur as the same from time and time again. Femininity may be similar to the prescribed model and thus pass, or be 
recognized as a mere imitation and thus fail to blend in. As the thesis shows, using the genres of romance, Gothic, and horror as its 
examples, femininity is seen differently not only in different social systems but also in different genres. This demonstrates how the mash-
up novels use parody to rewrite the femininities of their source texts: the genre topoi used provide a contrast which subjects the 
representations under parody. For example, the genteel femininity of Jane Austen's novel is contrasted with the trope of the female warrior. 
 
The notion of survival, in contrast, is less straightforward than how it may appear. This has to do with the transparency of survival. While 
it may be somewhat easy to recognize disease, war, or a plane crash in the desert as events which call for survival, there are also less 
transparent forms of survival. To survive socially, financially or spiritually, for instance, is less obvious for it may not be visible to the eye 
or candidly stated. Furthermore, survival may not always be called with that particular term. Instead it can take the form of everyday 
survival or be seen as coping, resistance, and activism. In their rewriting of the representations of survival of their source texts, the 
adaptations use the notion of life-or-death survival to emphasize the less transparent forms of survival presented in the source texts. The 
analysis of survival is supported by a three-fold scheme which distinguished three categories, which each illustrates one aspect of survival. 
These are of Survival in Obedience, Survival in Society, and Survival in Activism. For instance, the adaptations show that women's need 
to marry is a way to survive in society, which is then emphasized by the unfeminine behaviour demonstrated in Survival in Activism. 
 
Mash-up novels have been criticized for being merely commercial gimmicks. This view, however, fails to note their role in the rewriting 
and retelling of their source text. In addition to this, popular fiction such as mash-ups have potential in showing the artificiality of the 
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1. Introduction: Mashed Up Literature 
 
1.1 Aims and Structure 
 
It is difficult to begin without borrowing, but perhaps it is the most 
generous course thus to permit your fellow-men to have an interest in your 
enterprise. The owner of the axe, as he released his hold on it, said that it 
was the apple of his eye; but I returned it sharper than I received it. 
(Thoreau) 
 
“They’re coming to get you, Barbara.” (Night of the Living Dead, 1968) 
 
This thesis discusses the rewritten representations of femininity and survival in parodic 
adaptations of classic novels. These adaptations are Pride and Prejudice and Zombies by 
Seth Grahame-Smith (2009), Jane Slayre by Sherri Browning Erwin (2010), and Little 
Vampire Women (2010) by Lynn Messina. Moreover, throughout the thesis I will refer to 
their original counterparts, Pride and Prejudice by Jane Austen (1813), Jane Eyre by 
Charlotte Brontë (1847), and Little Women by Louisa May Alcott (1868-69). The aim of this 
thesis is to show that the mash-up novels, which use genre topoi as a parodic tool, 
systematically rewrite the representations of femininity and survival of their source texts. 
The genre material borrowed from, for instance, the contemporary horror genre can be 
argued to provide a contrast between the adaptation and its source text, and thus emphasize 
and parody the representations of femininity and survival and the meanings attached to them. 
Interestingly, Tiffany Potter has also come to the same conclusion as she suggests that 
“intentionally or not, Grahame-Smith’s adaptation offers important insights into the cultural 
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tensions raised by the modern reader’s experience of reading Austen’s women” (16). As 
shown by the following passage, Potter acknowledges the mash-up novel’s potential in 
unraveling the subtext of survival in its source text: 
Grahame-Smith’s version both accepts and problematizes the original’s 
foundational assumption that for a young woman in the eighteenth century, 
a good marriage is a matter approaching the significance of life and death. 
Zombies provide a literalization of the threat of a social death in 
spinsterhood, rewritten as a genuinely life-threatening danger, in 
opposition to the socially constructed life-and-death quality of the 
marriage plot. (16) 
On the basis of my own and Potter’s reading of the representations of survival in Pride and 
Prejudice and Zombies, I find it plausible that similar readings can indeed be made of Jane 
Slayre and Little Vampire Women. 
 These mash-up novels have been selected because they form a functional sample 
of the genre. Firstly, they are based on well-known texts that are widely recognised classic 
novels. This is one of the key features of adaptations such as these: the original text, or the 
author, has to be a familiar one and it has to invoke some recollection. For instance, Austen’s 
works are a case in point, as many readers have some idea about her or her works, but 
whether they are actual knowledge or images constructed by the visual entertainment 
industry is irrelevant. Secondly, while the authors of the adaptations are all American, the 
original novels are by both British and American authors. The chosen novels demonstrate 
that this is an Anglo-American literary phenomenon which relates to Anglo-American 
popular culture, and incidentally, to much of the popular culture outside the United States 
and the United Kingdom. Thirdly, due to their use of genres such as zombie horror and 
vampire fiction, the adaptations may even be perceived almost as forms of homage to the 
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twentieth century Anglo-American popular culture, to the pulp fiction of the first half of the 
centuryand to genre cinema that ruled the second half of the century. The last provokes a 
study such as this. Since the source texts have female protagonists and focus on the female 
experience, including elements from, if not male-dominated, male-defined genres creates a 
problematic equation of contradictory representations of femininity and female survival in 
the works under study.  
Following this presentations of aims and structure, my thesis begins with a brief 
overview of the mash-up novel. The second chapter examines the theoretical and critical 
background of this topic, and its begins with an overview of the various modes of rewriting, 
for instance, parody, pastiche, and adaptation. Following this, I will examine the notions of 
femininity and survival in more detail. The notion of femininity is discussed from the 
viewpoint of genres such as romance, Gothic, and horror. Survival, in contrast, is observed 
from multiple angles as it is, as I will demonstrate, a somewhat ambivalent term and conept. 
In the third chapter of this thesis, I offer readings of three mash-up novels with a particular 
focus on how adaptations rewrite their source texts’ representations of femininity and 
survival. Lastly, after the analysis, I will summarize the thesis and offer some final 
conclusions on the topic. 
 
1.2. The Mash-up Novel 
 
Terminology-wise, it should be noted that this thesis does not to assess the correctness of 
names coined in the popular culture. Thus I have resolved to use both the popular term mash-
up as well as the term of my own creation, parodic adaptation, because they describe well 
the dual nature of literary works such as these. As a name, mash-up has been used, for 
example, in music to describe a composition where two individual songs are merged into 
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one (Serazio 79). This is a commonplace method particularly in electronic music. Two songs 
are mashed up, broken into pieces, and worked into pulp that will give birth to a new musical 
entity. This “mashing up” illustrates well the literary phenomenon, where, instead of two, 
one individual novel undergoes a transformation. Conversely, the latter term, parodic 
adaptation, describes the type of novel’s relationship to the critical tradition. In essence, such 
works are adaptations of other texts, and they have an integral element of parody in them.  
It can be argued that these particular parodic adaptations, or mash-ups as they 
are generally called, consist of well-known and much read classic novels that are combined 
with elements from popular genres such as horror and science fiction. This view is supported 
by Ben H. Winters, the author of the parodic adaptation Sense and Sensibility and Sea 
Monsters, who suggests that “[t]he basic idea is to create something original and amusing 
by taking a very well known work, of high literary merit and canonical reputation, and 
mixing it with genre elements, what we think of as low culture” (personal communication). 
To illustrate Winters’s view, the two quotations in the beginning of this chapter have been 
included to represent the two dimensions of a mash-up novel. The first epigraph, taken from 
Walden (1854), Henry David Thoreau’s autobiographical account of his two-year experiment 
to live simply in nature, provides an almost metaphorical outlook on adaptations. It can be 
suggested that whatever is being written has actually already been created. Although new 
attempts might be felt to be futile, they may offer something new and fresh on the topic, and 
thus prove their worth in innovation. The second epigraph emphasizes the role of genre in 
the formation of adaptations. Although the citation is from George Romero’s zombie horror 
film Night of the Living Dead, a film that marked a new era in the zombie canon, it conveys 
the idea of popular culture’s and in particular popular cinema’s influence on genres and genre 
texts. Night of the Living Dead portrayed zombies as a plague that is contracted by the victim 
being bitten by the infected (Hänninen & Latvanen 211). Furthermore, ”the modern zombies 
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wanted to eat human flesh and they could only be killed by being shot on the head and the 
bodies being burnt” (211; my translation) a feature prevalent in the adaptations which use 
zombie horror. Although in for instance Jane Slayre there are no fire-arms at hand, and a hit 
in the head with a blunt object will do just the same, it should be noted that they share a 
thematic forefather in Romero. In addition to highlighting the relationship between popular 
culture’s contribution to genres and their effect on the adaptations, the quotation places its 
focus on the woman and her struggle for survival. Femininity and female survival are indeed 
frequently placed in juxtaposition to genres that are often perceived as masculine, such as 
the zombie horror genre. When the quotations are examined together, the idea of combining 
seemingly unrelated textual elements to create something novel becomes visible.  
The process of adapting a classic into a parodic adaptation begins when an older, 
widely read text undergoes a transformation inflicted on it by the newly added material, 
genre topoi in particular. A topos (pl. topoi) means to a recurring theme or element, or in 
other words, the features that make up what is known as a zombie horror, vampire, or martial 
arts film. For instance, the genre topoi in a zombie horror film could be a pessimistic outlook 
on humanity, battle for survival both among the human characters and the undead, power 
struggle and group hierarchy, the juxtaposition of crowded and empty places, and the zombie 
creatures themselves. In other words, the transformation may realise in the adaptation as, for 
instance, changes in the narrative’s universe, the pastime activities the characters engage in, 
mentions of places they have travelled to, and items they possess. Furthermore, some names 
may have been changed in order to fit them into the genre context of the adaptation. 
Generally it can be stated that the original story and plot remain relatively intact but the 
narrative’s superficial elements such as the setting and place names, characters and details 
of their past, their looks and interests, and the particularly the background story for the 
narrative supposed universe are reworked to fit the context of the popular genre, the new 
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layer on top of the old.  
To illustrate, although there have been many superficial changes, Pride and 
Prejudice and Zombies is still recognizable as the Austen novel. The story still depicts the 
lives and loves of the Bennet sisters, but now it is told in the context of zombie horror. It is 
told that there is a virus that has caused the deceased to transform into flesh-eating monsters, 
and now the herds of the undead pester the living. Elizabeth and her sisters have been trained 
in the deadly arts, skills that resemble martial arts, which allow them to protect themselves 
against the virus-spreading zombies. They have received their combat education from 
Shaolin monks, while Lady Catherine de Bourgh values training with the Japanese ninjas in 
Kyoto and loathes the Chinese monks who “[sell] their clumsy kung fu to the English” 
(Grahame-Smith 126). Interestingly, while Elizabeth and her sisters strive to stay alive 
amongst the unpredictable undead roaming in the surroundings, they also deal with the social 
issues that Austen herself wrote about: a woman’s place in a society where her only chance 
to survive is to find a suitable match, a husband who can support her.  
Such transformation as illustrated above can be seen to have a subversive effect 
on the source text. In order to be successful, the added elements must shake some core 
characteristic of the original narrative and impose new meanings on it. This has been noticed 
by Messina who points out that when writing a mash-up text a writer should choose  
[a] popular genre element that is most absurd for the book. Zombies work 
for Pride and Prejudice because [it] is the classic comedy of manners, and 
there is nothing more ill-behaved than a mindless flesh-eating machine. 
(personal communication) 
 The intruding element, the zombie horror, has an effect on the “comedy of manners”, thus 
making manners and propriety both the target and the point of entry for the subverting genres. 
This example indicates that in the original texts there are aspects that make them particularly 
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vulnerable for subversion. They are not fixed, so that the aspects would be the same in each 
novel. This aspect may relate, for instance, to how audience perceives a text or to words or 
utterances that allow an intruding element to enter the narrative.  
 It may not come as a surprise that mash-up novels have not attracted much 
scholarly attention besides the occasional paper or passage in an article. This may be because 
it is easy to dismiss an individual works as spoofs with a sole intention to mock their source 
texts. The likes of Barry Trotter of Bored of the Rings could be seen as useful examples of 
this and, specifically, of the ways parodies are often perceived. I aim to avoid such 
simplification by studying simultaneously three different mash-up novels. This is because I 
find it possible that when observed comparatively, the texts may begin to show a pattern in 
the objects of their parody. Nonetheless, the lack of interest can also be attached to a general 
confusion about the form, as the mash-up novel, quite mistakenly, is sometimes referred to 
as fan fiction. According to Aaron Schwabach, “[f]an fiction provides fans with an 
opportunity to enjoy, discuss, and most of all inhabit the canon texts in ways that would be 
impossible without it” (1). Furthermore, fan fiction is usually written without the aim to 
publish and thus benefit from it financially (Schwabach 5). Also, its existence is usually tied 
to online forums in which writers and readers of fan fiction communicate and share ideas 
(see Pimenova 45-46). While the mash-up novel appears as similar to fan fiction, the fact 
that it is professionally produced and published removes it from the realms of fandom. 
The canonical novels may be susceptible to being adapted because they are often 
perceived as neat, proper, and safe. Such attributes have been imposed on, for instance, 
Austen’s works by the popular discourse in which the readership of (historical) romances 
and the film industry participate. While readers may overlook Austen’s satire and criticism 
of social issues in favour of the light comedy and the romantic aspects of her narratives, the 
viewers of film adaptations focus on the fashion of the era, lush sceneries, and the handsome 
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characters who rise out of ponds soaking wet. This is illustrated in the television series Lost 
in Austen (2008) where the main character Amanda Price defends her love for Pride and 
Prejudice saying that “I’m not hung about Darcy. I do not sit at home with the pause button 
on Colin Firth in clingy pants, okay? I love the manners, and the language, and the courtesy”. 
Similar to the character of Amanda Price, actual audiences may focus more on the brooding 
romance in Jane Eyre and ignore its proto-feminist outlook on Victorian society, or focus on 
the representation of a happy-go-lucky childhood in Little Women and disregard Jo’s 
growing pains regarding the stifling model of femininity that awaits her in adulthood. These 
perceptions and images, laden with nostalgia, participate in the formation of a historical 
fantasy world, a place without pollution, noise, or violence, and where the only crimes may 
be the ones of passion. Thereby, it can be suggested that the canonical novels, in this case 
Austen’s texts, are seen as so prim, proper, and innocent that they must be pushed off their 
canonical pedestals and placed into the company of less decorous texts. In the process 
Austen’s, Brontë’s, and Alcott’s novels are retold in a way that shows the restraints of their 
representations of femininity, and emphasizes their covert criticism of female survival. 
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2. Theory: Rewriting Femininity and Survival 
 
This chapter presenting the theoretical background of my thesis has been divided into three 
individual sections. The first section examines rewriting in terms of adaptation, parody, and 
pastiche, which I argue to be the most evident modes of rewriting in mash-up fiction. The 
second section discusses femininity, how it is represented in narratives and, equally, how 
these representations are interpreted. In addition to this, a particular focus is placed on how 
various genres portray femininity through female characters. While attention is given mostly 
to the manifestations of femininity in literary works, the undeniable influence of 
contemporary film on the interpretation of texts and ideas is also taken into account. 
Continuing with the focus on the feminine, the third section introduces the notion of survival 
and discusses it in terms of, for example, the Darwinist idea of the survival of the fittest, 
Margaret Atwood’s study on survival in Canadian literature, Gilbert and Gubar’s notion of 
survival in Austen’s works, as well as in terms of representations of survival in the horror 
genre. These ideas of survival, ranging from biology to genre cinema, can be argued to 




As stated in the title of this thesis, my aim is to examine the rewritten representations of 
femininity and survival, and thus there is a need for a brief discussion of what I mean by the 
term rewriting. In this thesis I have opted to use the term because of its descriptive nature 
and thus its ability to bring together the more complex notions of adaptation, parody, and 
pastiche. Rewriting, roughly put, involves a twofold action: it refers to both the process of 
writing something again as well as writing certain ideas in a text anew. According to 
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Christian Moraru, for a long time rewriting was seen as “a fundamentally textual and 
markedly mechanical operation” done by authors themselves rather than as a “conceptual 
overhaul” of the object being rewritten (11). It has been only later on that it “has come to 
signify any operation of revaluation, emendation, and working over of a subject, image, 
motif, style, aesthetic or political model, author or authors […]; a work or set of related 
works; a cultural period […]” (Moraru 11-12). Such rewriting is illustrated by, for instance, 
authors Barbara Walker, Emma Donoghue, and Francesca Lia Block who have all published 
feminist rewritings, or retellings to use another term, of familiar fairy tales. In addition to 
the previously listed, the term has also been used in translation studies to demonstrate the 
multiplicity of the act of translating. According to André Lefevere translation is “a rewriting 
of an original text” (vii). He points out that although rewriting not only helps in the evolution 
of literature and society as well as introducing literary innovations, it also has the power to 
“repress innovation, distort and contain” (vii). Although Lefevere’s words are aimed 
specifically at the translation field, this is how rewriting can be seen to work also in a more 
general sense.   
 In short, rewriting, while deceptively simple by its name, encompasses 
numerous levels of re-writing and re-telling. As noted by Julie Sanders, the vocabulary of, 
for example, adaptation is highly labile: “variation, version, interpretation, imitation, 
proximation, supplement, increment, improvisation, prequel, sequel, continuation, addition, 
paratext, hypertext, palimpsest, graft, rewriting, reworking, refashioning, re-vision, re-
evaluation” (3). Nevertheless, as shown above, it is both the mechanic process and the 
ideological writing-again behind the process of (a certain type of) rewriting. It can both 
repeat and revaluate words and ideas and write against them. Moreover, rewriting is 
inevitably intertextual and palimpsestic in the way it takes place between two texts or how 
it settles in a whole network of them, plaicing one in relation to another. In addition to these, 
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the ideas of imitation and hybridity have to be taken into consideration due to their 
participation in the transformation of the source texts and their narratives into mashed up 
adaptations. For instance, as remarked by Linda Hutcheon, how parody is perceived today 
was not in the Renaissance “called parody at all, but imitation” (A Theory of Parody 10). 
Next I will elaborate on how adaptation as a means of rewriting relates to the mash-up novel 




As mentioned above, although I see mash-up novels as novels in their own right, the texts 
discussed in this thesis are also adaptations of Pride and Prejudice, Jane Eyre, and Little 
Women with an element of parodic rewriting in them. That being said, I already find myself 
knee-deep in a terminological swamp. How can I call them adaptations when mash-up novels 
are merely rip-offs of existing canonical works? Is parody not seen mostly in the mocking 
treatment of the source texts? If the mash-up novels’ aim is to imitate, do they not fail as 
they stray from the original style of the novels– and if their aim is to ‘mash up’, do they not 
fail in that sense too because they remain too faithful to their sources? 
According to Hutcheon, “defining an adaptation as an extended, deliberate, 
announced revisitation of a particular work of art” helps to narrow down the works which 
can be identified as adaptations (A Theory of Adaptation 170). While this excludes short 
intertextual allusions, as perhaps demonstrated by the parodic adaptations in their use of 
allusions to horror cinema, it includes parody as it is an ironic subsection of adaptation 
(Hutcheon, A Theory of Adaptation 170). Moreover, as noted by Hutcheon, “not all 
adaptations necessarily involve a shift of medium or mode of engagement, though many do” 
(A Theory of Adaptation 170), meaning that in contrast to the common belief a work does 
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not have to be a film version of a novel or a novelization of a film to qualify as an adaptation. 
Spin-off works, which often continue in the same format as their source, are for Hutcheon 
parts of the “system of relations among works and thus part of the system of diffusion”, 
which in turn offers a place for not only open and critical commentary on prior works, but 
also for academic critique and reviews (A Theory of Adaptation 171). She also sees prequels, 
sequels, fan zines, and slash fiction as parts of this end of the continuum (Hutcheon, A Theory 
of Adaptation 171). Hutcheon refers to the film and television series Buffy the Vampire 
Slayer (1992/1997) as a hybrid case of an adaptation and a spin-off because while the series 
“is ostensibly a sequel to the 1992 film […] its first season, in fact, adapts parts of the film, 
adding new characters but keeping the same story elements” (A Theory of Adaptation 171).  
What can be seen as the core characteristic of adaptation is its intertextuality. 
Developed by Julia Kristeva, the idea of intertextuality sees texts as mosaic-like entities 
comprised of quotations and claims that “any text is the absorption and transformation of 
another” (37). Alternatively, it would also be plausible to use Gerard Genette’s term of 
transtextuality because it includes the idea of “all that sets the text in a relationship, whether 
obvious or concealed, with other texts” (1). According to Sanders adaptations vary “in how 
explicitly they state their intertextual purpose”: some works may state firsthand to be re-
readings of canonical precursors, while other works, appropriations in particular, may be 
“less explicit, more embedded” in their intertextual reference (2). Indeed, what tends to 
distinguish appropriations from adaptations is that the source text or texts “are not clearly 
signalled or acknowledged in the adaptive process” (Sanders 26). Also, as noted by Sanders, 
appropriations “may occur in a far less straightforward context that is evident in making a 
film version of a canonical play” (26). In the case of mash-up novels, the intertextual 
reference of the adaptation to its source material is, in Hutcheon’s words, “overt and 
defining” as well as openly announced (A Theory of Adaptation 3). It should be noted, 
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however, that the intertextual relationship becomes evident only “if the receiver is 
acquainted with the adapted text” (Hutcheon, A Theory of Adaptation 21).  
In addition to the terms discussed above, Genette’s concept of paratext can be 
argued to form one vital part of the intertextual conundrum of adaptations, particularly the 
kind which mash-up novels represent. With paratext he means the external cues of a work: 
“a title, a subtitle, intertitles; prefaces, postfaces, notices, forewords, etc.; marginal, 
infrapaginal, terminal notes; epigraphs, illustrations; blurbs, book covers, dust jackets, and 
many other secondary signals, whether allographic or autographic” (3). These, Genette 
suggests, “provide the text with a (variable) setting and sometimes a commentary, official 
or not, which even purists among readers […] cannot always disregards as easily as they 
would like and they claim to” (3). To illustrate this, Susan R. Gannon, using Alcott’s Little 
Women as an example, notes that publishers have been eagerly providing new readerships 
with updated editions of the novel (130). Publishers have joined the novels with, for instance, 
introductions or afterwords by noted scholars, and it is in the light of these “scholarly issues 
raised in these newly edited volumes” that she finds the signals sent by cover art interesting 
(130). For example, in the 1989 Penguin Classics edition of Little Women Elaine Showalter 
provides an introduction with perceptive feminist criticism over the novel and Alcott’s 
“willingness to tame her turbulent imagination to please her father, her publishers, and her 
public” – which in turn was paired with a cover illustration of highly prettified and 
romanticized March sisters (Gannon 131-132). The paratextual properties of mash-up 
novels, everything from the title to the cover illustrations, not only emphasize their adaptive 
relationship to their source texts, both canonical and of genre fiction, but also join in the 
discussion about the representations of, say, femininity and how we interpret them. 
As intertextual layers are laid on top another, and although an adaptation and 
its specific source are known, these connections between works become tangled, with the 
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possibility of the ‘original’ connection becoming less visible. As suggested by Hutcheon: 
“films about Dracula today are often seen as adaptations of other earlier films as they are of 
Bram Stoker’s novel” (A Theory of Adaptation 21). It is this feature in particular which is 
present in mash-up novels as adaptations. While their adaptive relationship to their sources, 
the canonical novels by, for example, Austen, Brontë, and Alcott, is unquestionable, it can 
be asked whether the use of horror topoi functions merely as allusions or do they linger 
somewhere between alluding and adapting earlier horror fiction texts? Although the adapted 
narratives do follow their sources quite accurately, the sections which use, for instance, 
elements of vampire horror stand out from the narrative. In contrast to the adapted material 
those sections follow their own genre conventions in detail and remind of prior genre works. 
Sanders maintains that although adaptation is “involved in the performance of textual echo 
and allusion”, this does not mean that it involves a fragmentary bricolage or collage 
technique in which texts or images are assembled using “quotations, allusions, and citations 
from existent works of art” (4).  Nevertheless, it can be suggested that the canonical novels 
are not the only sources mash-up novels, adapt and a collage-like hybridity is unavoidable, 
particularly if there are multiple sources used in the adaptation such as there are in, for 
instance, Browning Erwin’s Jane Slayre. 
Pride and Prejudice and Zombies, Jane Slayre, and Little Vampire Women are 
adaptations which are extremely transparent, even underlining, about their relationship to 
their source texts. This results in unavoidable comparisons between the works, as is 
demonstrated by any reader commentary found on the Internet. For example, “Andrea”, a 
member of the Good Reads online reading community, comments on Pride and Prejudice 
and Zombies in the following terms: “I think it does lose a lot of the ‘magic’ that makes P&P 
such a great romance, just because some sections are skipped and the focus is more on 
zombies, but it won’t ruin P&P” (n.p.). Here it is possible to identify a strong focus on the 
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romantic aspects of the Austen novel which affects “Andrea’s” reading of the adaptation. 
Comparisons can be argued to be unavoidable, because mash-up novels are so open of their 
relationship with their source texts. It can be argued that although a comparative focus in the 
discussion on adaptations has been criticized by critics such as Hutcheon, according to whom 
a strictly comparative view often forgets the plurality of the adapted text itself, as it is a point 
of view which has to taken into consideration (A Theory of Adaptation xiii). Hutcheon 
laments the discussion’s obsession on fidelity and originality suggesting that for a reader or 
viewer, the order in which the adapted and adapting works have been read or watched may 
determine their views on the works’ ‘originality’: “our interest piqued, we may actually read 
or see that so-called original after we have experienced the adaptation, thereby challenging 
the authority of any notion of priority. Multiple versions exist laterally, not vertically” (A 
Theory of Adaptation xiii).  
That said, it is nevertheless often the case that the prior work, one that has been 
adapted, has indeed been read or seen before experiencing the adaptation, which inevitably 
results in comparisons. This is noticeable in the previously mentioned reader commentaries 
in which individuals scrutinize mash-up novels (as adaptations) and their success in retelling 
their favorite novels. In these commentaries, or reader reviews, found on, for example, 
Amazon.com or the online reading community Goodreads.com, majority if not all of the 
readers mention the original when writing about the adaptation, as is demonstrated above in 
“Andrea’s” comment. What is striking about these comments is that the adaptations are 
given merit for the extent they have either changed their source text or remained faithful to 
it. For example, another Good Reads member, “Lis”, calls reading Pride and Prejudice and 
Zombies “weird” because “the zombies fit in so well” (n.p.). A member by the username 
“Tac”, in contrast, admits that “I can continue to love the original, and also love the additions 
and alterations that Seth Grahame-Smith has made” (n.p.). These commentaries suggest that 
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when it comes to adaptations, the relationship between the adapted and adapting text is a 
specific concern of the audience. Hutcheon argues that part of the pleasure, and perhaps the 
pain, of adaptations “comes simply from repetition with variation, from the comfort of ritual 
combined with the piquancy of surprise. Recognition and remembrance are part of the 
pleasure (and risk) of experiencing an adaptation” (A Theory of Adaptation 4). After all, it 
can be suggested that an adaptation, a literary adaptation in particular, is first and foremost 
compared to the best adaptation of all – the one produced by a reader themselves. With these 
imaginary worlds, the variance among readers is higher in fantasy than realist fiction 
(Hutcheon, A Theory of Adaptation 29). When an adaptation does not match the image built 
up in one’s mind, a reader/viewer can be seen to face a palimpsestuous dilemma. As 
confessed by Hutcheon: “[n]ow that I know what an enemy orc or a game of Quidditch (can) 
look like (from the movies), I suspect I will never be able to recapture my first imagined 
version again. Palimpsests make for permanent change” (A Theory of Adaptation 29). In 
other words, even if there is an original to return to, adaptations will leave an imprint in the 
audience and quite possibly even in their interpretations of the narrative and its 
representations.  
 Although a comparative view may be frowned upon by some, it can be argued 
to be useful in examining adaptation as a means of rewriting a particular text. After all, 
reading an adaptation as ‘an adaptation’ may provide particular insight both into the novel 
which is adapted as it may renew and challenge our perceptions and interpretations. 
Therefore, I claim, adaptation has valid use in the discussion about mash-up novels and in 
the examination of the rewritten representations of femininity and survival. All this is due to 
the aspect of retelling at the core of an(y) adaptation. This view is supported by Hutcheon 
according to whom: “[w]e show again and interact anew with […] stories over and over; in 
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the process they change with repetition, yet they are recognizably the same” (A Theory of 
Adaptation 177). 
 To conclude, mash-up novels can be called adaptations because of their candid 
relationship of reference to their source texts. Because of this straighforward link between 
the texts, a mode like appropriation can be ruled out. Also, although Hutcheon laments the 
obsession on fidelity to the original, with works like mash-up novels, making comparisons 
is inevitable. Like adaptations, also parodies have an explicit and defining relationship to 
prior texts and they can be described as “an ironic subset of adaptation” (Hutcheon, A Theory 
of Adaptation 170). Pastiche, in contrast, has often been “assumed to have a satiric undertow 
or a parodic intention” (Sanders 5). In the next section I will present a theoretical framework 




I have chosen to approach mash-up novels as parodic adaptations. It was noted at the end of 
the previous section that adaptation and parody are similar in that they both have an overt 
relationship with prior texts; parody was also described as an ironic subcategory of 
adaptation. How is it then, as I asked in the beginning of the previous section, that parody is 
mostly seen is the mocking treatment of texts, when it clearly is more than that? Is there 
irony in mash-up novels? When does pastiche step into the picture? There are numerous 
ways in which the idea of parody itself could be broken down and examined, but I have 
decided to favour a more limited perspective owing to the scope of this study. To use the 
words of Simon Dentith: “because of the antiquity of the word parody […], because of the 
range of different practices to which it alludes, and because of differing national usages, no 
classification can ever hope to be securely held in place” (6). Therefore, in this section I will 
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focus on parody as an intertextual genre and pay particular attention to imitation, mimicry, 
and irony, after which I shall move on to discuss the term pastiche. 
 It appears that parody, as well as adaptation, may occasionally garner such 
distinctions which fail to note its role in rewriting. According to Hutcheon, the ideals of 
Romantic aesthetics, “genius, originality, and individuality,” are evident in views of parody 
as “parasitic and derivative” (A Theory of Parody 3-4). This suggests that there is indeed an 
obsession on fidelity and originality and that such reworking of tradition is grossly 
undervalued and misunderstood. In contrast, Hutcheon calls parody a “form of inter-art 
discourse” and therefore also as one of the most important forms of “modern self-reflexivity” 
(A Theory of Parody 2). This is supported by Robert Chambers who claims that 
parody is the primary source of innovation and change in the arts. The rage 
for novelty in modernist and postmodernist art would have been hopelessly 
thwarted without constant parodic transfusions, but this is a truth 
universally unacknowledged given parody’s absurdly wrongheaded 
reputation for being the very antithesis of originality. (191) 
Therefore, parody’s originality is in its perceived unoriginality. In all its intertextuality 
parody can be perceived, essentially, as an effective means of rewriting. The aspect which 
in a text can be identified as parodic, can be claimed to be a critical reworking of another 
text. This may be found in the imitation of the parodied text: there may be almost an 
underlining way of demonstrating the difference of argument through the apparent similarity 
of representation.  
This should not, however, be confused with imitation that has merely a 
mocking intent. According to Dentith, “the predominant modern usage defines parody as a 
mocking imitation” which, as Dentith points out, is contested by, for instance, a view of a 
parody lacking mockery, in other words, parody as being practice of imitation (193). The 
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reason for why mockery is still persistently attached to parody may be partly due to the 
eighteenth-century appreciation for wit and irony: according to Hutcheon in the eighteenth-
century “the function of parody was often to be malicious, denigrating vehicle of satire, a 
role it continues to play to this day in some forms of parody” (A Theory of Parody 10-11). 
Hutcheon, nonetheless, suggests that the most notable aspect of modern parody is “its range 
of intent – from the ironic and playful to the scornful and ridiculing” – not ridiculing 
imitation as it is often defined (A Theory of Parody 5-6). Instead of a ridiculing imitation, 
she asserts that parody is “imitation characterized by ironic inversion” which does not 
always appear at the expense of the parodied text (A Theory of Parody 6). Chambers takes 
this even further and resigns from using the term imitation as it “tends to be non-parodic” 
(27). He, however, suggests that “mimicry and parody are indivisible” because mimicry aims 
“at adding complications and extra dimensions to whatever norms the mimic captures or 
explores” (27). Thus, the imitation or mimicry of parody can be perceived as a meaning-
making and -shaping aspect: a critical stance is sought through similarity of representation 
while simultaneously emphasizing the difference of ethos between the parody and the 
parodied text. 
It should be noted, however, that in order to notice the critically-affected 
repetition, the relationship between the parody and the text that is parodied should be explicit 
for a reader. Even when that overt connection is made evident, or specifically because it is 
made evident, it is increasingly difficult to make the distinction between mockery and more 
critically-inclined imitation. Roger J. Kreuz and Richard M. Roberts claim that parodists 
tend to make their “familiarity with the original work obvious” (103). They refer to Henry 
N. Beard and Douglas C. Kenney’s Bored of the Rings (1969) which “as its title implies, 
mocks the length of J.R.R. Tolkien’s trilogy and the reverence in which many hold it” (103). 
While Bored of the Rings and, for instance, Michael Gerber’s Harry Potter parodies under 
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the title Barry Trotter aim their parody both at the source texts themselves as well as their 
commercial literary status, it is debatable whether their imitation reaches any further critical 
lengths.  
 In addition to imitation and mimicry, irony can be seen as one core feature of 
parody, which, when examined alongside textual repetition, can be read in participating in 
the critical discussion of the source material. Also, it appears that there is a thin, easily 
crossed line between irony and the comic parody, as in the works presented above. According 
to Margaret A. Rose, irony usually refers to an ambiguous statement which “includes a code 
containing at least two messages, one of which is the concealed message of the ironist to an 
‘initiated’ audience, and the other more the more readily perceived but ‘ironically meant’ 
message of the code” (87).  Kreuz and Roberts, in turn, refer to the “discrepancy between 
the mental representations and states of affairs” (98).  
These examples point at the core function of irony: one is saying one thing 
while intentionally meaning other. Moreover, in parody “the complex function of the dual 
meaning of the irony is matched by that of the dual text or code when the parodied text is 
used as a ‘word-mask’ or decoy-code to conceal or complicate the message of the parodist” 
(Rose 50). Therefore, irony, if indeed perceived as a critical companion to imitation, carries 
significance in the interpretation of a parody as a means of rewriting. Hutcheon demonstrates 
this in more detail as she asserts that on a pragmatic level, one of irony’s major roles is often 
overlooked for being too obvious: “irony judges” (A Theory of Parody 53). She elaborates:  
The pragmatic function of irony […] is one signaling evaluation, most 
frequently of a pejorative nature. Its mockery can, but need not, take the 
usual form of laudatory expressions employed to imply a negative 
judgment; on a semantic level, this involves the deployment of manifest 
praise to hide mocking blame. (A Theory of Parody 53) 
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Thus, while Hutcheon encourages us to read beyond the usual “pragmatic range” of parody, 
the comical side of irony cannot be left out if the text hints at that direction or, more 
substantially, if it is implied to carry critical meaning (A Theory of Parody 51). The beginning 
of Pride and Prejudice, for example, states that “[i]t is a truth universally acknowledged, 
that a single man in possession of a good fortune, must be in want of a wife” which, albeit 
disguised as a mere statement, signals ironic doubt (Austen 1). In the words of Dentith: “[w]e 
can equally recognise that there is parody at work here, understanding parody broadly, for 
that ‘truth universally acknowledged’ polemically alludes to the commonplaces of a 
somewhat short-sighted public opinion” (65). Whether Austen’s irony as it is can be read in 
its mash-up version is arguable. However, it should be noted that what is signaled by her 
irony, for instance biased gender politics, can be argued to transmit through the adaptation 
and its parodic treatment of the source text. 
In terms of rewriting, parody can be deemed as “repetition with a critical 
distance, which marks difference rather than similarity” (Hutcheon, A Theory of Parody 6). 
Whether we are talking about mimicry or imitation, since they both denote similarity without 
exact copying, it can be argued that it is the irony-laden of rewriting which is one of the core 
characteristics of parody which, to continue my argument, it is also a major aspect in mash-
up novels. While a mash-up novel, as an adaptation, is dependent on its source text, its 
imitation is contradictory in the way that it constantly signals difference to its source. This 
contradiction can be read as somewhat ironic and, therefore, the adaptation’s parodic tone as 
critical. As Sanna Nyqvist suggests, “the characteristic parodic tone (however difficult that 
is to define) gives us an idea of how to interpret the work” (Double-Edged Imitation 11). A 
parodic adaptation’s critical tone can be claimed to emphasize and contest the 
representations of matters in the source text. To illustrate, Dentith refers to the sixteenth- and 
seventeenth-century practices of literary imitation in which “a revered classical model is 
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imitated and updated, and thus given a particular contemporary force” and compares it to 
our time “where a more polemical relation to the cultural past often expresses itself in the 
practice of “writing back” (29). In Dentith’s words: “canonic texts of the past are scrutinized, 
challenged, and parodied in the name of the subject positions (of race, class or gender) which 
they are seen to exclude” (29). In this thesis, it is the representations of femininity and female 
survival which are marked by parodic presentation and thus brought under scrutiny. This 
parodic representation, and the potential critique beneath it, is further emphasized by the use 




In this section I will elaborate on pastiche as a theoretical framework for parodic adaptations, 
and discuss its potential in rewriting. Pastiche, in contrast to parody, marks similarity rather 
than difference:  pastiche “operates more by similarity and correspondence”, whereas parody 
seeks “differentiation in its relationship to its model” (Hutcheon, A Theory of Parody 38, 53). 
In other words, while parody imitates its source to create a contradiction that may lead to 
new readings, pastiche focuses more on the stylistic side of imitation. According to Nyqvist, 
pastiche refers to “the acknowledged imitation of a recognisable style (usually the style of 
another writer, but not necessarily: pastiche can imitate generic and period styles too)” 
(Double-Edged Imitation 12; original parentheses). She, nonetheless, maintains that while 
pastiche is more concerned with “stylistic matters” and less of precise imitation of a specific 
work, it is possible to talk about source texts even with works of pastiche (Double-Edged 
Imitation 12). The notion of a source (text) she borrows from translation studies where it 
designates “the translated text as distinct from the translation, the target text” (Nyqvist, 
Double-Edged Imitation 12). To illustrate her point Nyqvist remarks that an imitation of 
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style cannot be detached from its source because “that style does not exist in the abstract: it 
belongs to a text, a discourse, a corpus of texts” (Double-Edged Imitation 12). She would, 
nonetheless, “retain the ideas of transformation and movement from one context to another” 
as integral also in this distinction, although the relationship of a pastiche and its source text 
may be more ambivalent than that of a translation (Double-Edged Imitation 12).  
Pastiche, thus, is an imitation of a particular style, possibly from a particular 
work of literature. However, it should be noted that pastiche, like many other critical terms, 
is rarely defined with such ease, although agreeing that ‘x is a pastiche of y’ does give an 
indication of what to look for and which, incidentally, appears to be one aspect which most 
scholars seem to agree on. To illustrate, Rose approaches pastiche specifically as an imitation, 
which has been “described as a type of literary forgery by some” (72). Furthermore, in 
Genette’s terms pastiche belongs to the category of hypertexts, which refers to texts that are 
either transformative or imitative, in which he also places parody (7). He notes that pastiche 
“imitates not a text but a style” and continues that it is “impossible to imitate a text directly; 
it can be imitated only indirectly, by practicing its style in another text” (82, 84, original 
italics). On a side note, it should also be taken into consideration that a pastiche can only be 
a pastiche if it is recognized as such. Regarding this notion, Genette introduces the idea of 
“pastiche contract” which means that by the hints left in the text by the author, a reader is 
able to detect the text to be a pastiche (128-29). Nevertheless, Dentith, too, adjoins pastiche 
to what he calls “a range of cultural practices, which allude, with deliberate evaluative 
intonation, to precursor texts” (6). Whereas many see pastiche and parody part of the same 
lineage, some designate it as an aspect of parody. Chambers, for example, perceives pastiche 
as a neutral or non-satiric form of parody and, thus, affirms that works of “blended parody” 
may be called pastiche – all this while he calls pastiche “a flawed concept” (110). 
What perhaps makes defining pastiche particularly challenging is that, like so 
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many other concepts, it too has been perceived and used in varying ways. Nyqvist remarks 
that from early on pastiche was identified as forgery and owing to its lower status in 
comparison to the art preceding it, the term has received a negative connotation, which, in 
turn, can be seen, for example, in the devaluing of pastiche  (“Jäljittelyn jäljillä” 237). 
Moreover, she asserts that the discussion on pastiche does not usually go beyond defining 
the term, that “x is a pastiche of y” or it focuses only on the technical examination of the 
pastiche and its source text (“Jäljittelyn jäljillä” 237; my translation). Pastiche is also 
affected by the multiple meanings and uses that have been attached to it: there are differences 
in opinion whether pastiche should be restricted only for neutral imitations or treated as 
homages, or seen as a synonym for parody or forgery (“Jäljittelyn jäljillä” 228). In addition 
to this there seems to be a scholastic difference that results from an apparent clash of longer 
scholarly tradition and fairly recent postmodern views. To illustrate, the French tradition has 
focused on the formalist study of pastiche, whereas Anglo-American scholars have taken 
control over the study of postmodern pastiche (Nyqvist, “Jäljittelyn jäljillä” 235). While in 
French pastiche has come to mean the imitation of a particular author, work, or a stylistic 
era, in English imitation of this kind has been attached to parody (Nyqvist, “Jäljittelyn jäljillä” 
235).  
To quote Nyqvist, “parody is a part of modern culture; it is critical imitation 
which is targeted at a certain author’s original style” (“Jäljittelyn jäljillä” 235, my 
translation). Fredric Jameson, for instance, sees pastiche as “blank parody” that is “without 
any of parody’s ulterior motives, amputated of the satiric impulse, [and] devoid of laughter” 
(17). In other words, he sees it as a practice of neutral mimicry which lacks parody’s potential 
for critical commentary (17). Jameson, who writes from a Marxist viewpoint, appears to see 
pastiche as an unstable, and unreliable entity which is completely detached from history and 
exists only for the benefit of the markets. Dentith states that Jameson sees pastiche as a 
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representative of postmodern cultural practice which, in turn, reflects the cultural logic of 
late capitalism being “distinct from previous economic stages” (155). This, he adds, also 
means that pastiche, in Jameson’s view is inevitably void of any cultural criticism and exists 
only as mere repetition and imitation. To quote Dentith, 
the critical force carried by parody […] has been replaced by pastiche, in 
which artists, architects and writers can endlessly allude to other styles in 
an interminable recycling which mirrors the unending commodity 
circulation of an absolutely extensive capitalism. (155) 
According to Jameson’s postmodernist view, pastiche appears as feeding from a 
political and economic sphere and repeating and recycling elements of the past without 
further critical assessment or function. This is supported by Nyqvist, according to whom 
postmodern pastiche is associated with conservative politics “that shy away from urgent 
contemporary issues […] or offer flaccid, nostalgic solutions on them” (Double-Edged 
Imitation 6). In contrast to empty nostalgia, she suggests that pastiche could be seen as a 
regenerative force “because of its ability to invoke and reinterpret the past in ways which 
offer new perspectives on the contemporary condition” (Double-Edged Imitation 6). This 
way, pastiche could be perceived as a valid means of rewriting.  
Nyqvist herself distinguishes two competing notions of pastiche and “a seemingly 
endless array of variations in between” and when she suggests that “on the one hand, pastiche 
is taken to mean the imitation of one characteristic style; on the other, it is used of eclectic 
works which draw elements and styles from various other works” (Double-Edged Imitation 
129). These two notions she calls stylistic and compilation pastiche. According to her, in a 
stylistic pastiche the style relates to language: “it is the ways in which the words and 
structures, idioms and tropes are used by an individual writer in a characteristic discourse” 
(Double-Edged Imitation 155). To quote Nyqvist’s view, 
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[s]tylistic pastiche foregrounds the materiality of literature, thus making 
the readers aware of the stylistic choices and their implications. This 
feature can be used as a means of defamiliarisation, but it can be used for 
other purposes as well, for instance, in a pastiche sequel to a beloved 
classic where the familiar phrases are evoked precisely to create a sense of 
familiarity. (Double-Edged Imitation 155-56) 
This is particularly interesting, since the parodic adaptations at hand, indeed, aim to create a 
sense of familiary which they then break by adding the parodic genre elements. She, 
nevertheless, points out that  
the style imitated in a pastiche is not, strictly speaking, the actual or 
objective style of the source text, but an impression or an image of that 
style; it is style filtered through personal reading experience and shaped 
by a tradition of reception and commentary. (Double-Edged Imitation 157) 
In terms of the canonical novels adapted into mash-up novels, this idea of Nyqvist’s becomes 
an interesting one. If the stylistic pastiche presented in parodic adaptations is perceived as 
filtered through, say, a collective reading experience and shaped by a tradition of reception 
and commentary, then it could be asked whether, for instance, the stylistic imitation in Pride 
and Prejudice and Zombies supports the criticism of gender and (gendered) survival 
representations emphasized by the genre fiction additions.  
Continuing from this, while a stylistic pastiche imitates “the style of one identifiable 
source” the term compilation pastiche, conversely, describes “eclectic works” that borrow 
and modify elements from different sources or include features from diverse styles (Nyqvist, 
Double-Edged Imitation 135). While in the case of adaptations it was not possible to talk 
about them as practice of a bricolage or collage technique, with compilation pastiches it 
appears to be the norm. Nyqvist illustrates that a “pasticheur” could be perceived as “a kind 
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of bricoleur, a collector and compiler of materials provided by culture, from which he or she 
then produces a new creation” (Double-Edged Imitation 137). Critics have used terms such 
as pasting, compiling, alluding, and incorporating, which, interestingly, appear to be very 
similar to how mash-up novels have been described in the media. Furthermore, although 
critics approach the concept differently they all seem to agree that “an element of 
compilation or mixing of disparate materials is central to them all” (Nyqvist, Double-Edged 
Imitation 137). In addition to these, Nyqvist asserts that because the compilation pastiche 
uses elements of other texts or refers to them, it “draws attention to its status as an 
intertextual practice (Double-Edged Imitation 139).  She, however, admits that the concept 
has its shortcomings as it is, for example, challenging to distinguish from other intertextual 
practices (Double-Edged Imitation 342).   
To conclude, Nyqvist makes two notable remarks about pastiche. Firstly, she points 
out that there is an increasing interest in this literary form which can be seen, for example, 
in “[t]he increasing popularity of the neo-Victorian genre” (Double-Edged Imitation 345). 
Secondly, relating to the previous point, she not only acknowledges pastiche as part of the 
continuum of recycling and recontextualizing texts but also sees it, together with parody, 
allusion, and rewriting, as one of its key terms (Double-Edged Imitation 346). In Nyqvist’s 
words, “[i]ts particular focus on style and its many ways of representing and reinterpreting 
previous discourses make it a highly ambivalent form of expression that can […] make us 
more sensitive to the oddities of some of the received notions on which our cultural practices 
and institutions are based” (Double-Edged Imitation 346). In terms of this thesis this 
signifies that not only does pastiche function as a means of mechanical rewriting, the 
imitation of the source to create the sense of familiarity mentioned earlier, but it also 




As has been shown in this section, rewriting involves various modes of re-writing 
and re-telling. Whether a text is an adaptation, a parody, a pastiche, or something in between, 
it reworks its source text both in terms of ideas as well as mechanically on a textual level. 
Also, because rewriting can appear, for instance, as imitation, prequel, sequel, or a paratext, 
it is inevitably intertextual and palimpsestic: there are always other texts in relation which 
rewriting is settled. Adaptation, for example, is a “deliberate [...] revisitation of a particular 
work of art” which, unlike appropriation, is “overt and defining” in its intertextual reference 
to its source text (Hutcheon, A Theory of Adaptation 170, 21). As adaptations, mash-up 
novels are extremely underlining about their relationship to their canonical source texts, and 
comparison between the adaptation and source text is unavoidable. It may be claimed, 
however, that it is specifically this close connection between the two which places emphasis 
on the parodic aspects of the mash-up novel. Although parody is usually used synonymously 
with rewriting that aims to mock its source, parody can also be seen as “repetition with a 
critical distance which marks difference rather than similarity”, and thus a parodic adaptation 
can be read to emphasize and contest its source text’s representations of matters (Hutcheon, 
A Theory of Parody 6). In contrast, pastiche, which marks similarity rather than difference, 
has an “ability to invoke and reinterpret the past” (Nyqvist, Double-Edged Imitation 6). As 
demonstrated here, rewriting, in all its diversity, can have multiple functions, including a 
critical one. This is shown also in the next section which discusses the theoretical 




As established, one of the aims of this thesis is to uncover the rewritten representations of 
femininity in mash-up novels. Keeping in mind the recently discussed aspects of adaptation, 
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parody, and pastiche, I will next discuss the theoretical framework of femininity. I swill start 
the discussion with a brief overview of the relevant terminology and how the notion of 
gender, specifically femininity, has been approached by theorists. The viewpoint onto gender 
is, admittedly, deliberately based on feminist literary and film criticism – for somewhat 
obvious reasons. After this the focus shifts onto genres: in this discussion I will mediate 
between feminist and literary/film criticism and pay particular attention to the variety of 
gender representations provided by different genres of fiction and film. The examples 
presented aim to demonstrate how texts portray and evaluate gender and how these 
representations may strengthen or challenge prevalent ideas concerning femininity. 
To begin with the basics, in feminist theory, the terms female and male refer to 
sex as a biological matter, and the terms feminine and masculine, in contrast, refer to gender 
as “the constructed product of culture rather than the natural, inevitable product of biology 
and anatomy” (Parker 144). As phrased by Toril Moi, “[t]he feminine represents nurture, 
and the ‘female’ nature in this usage. Femininity is a cultural construct: one isn’t born a 
woman, one becomes one, as Simone de Beauvoir puts it” (122). This means that certain 
standards of femininity are imposed on every biological woman which creates the illusion 
that these standards are natural (Moi 65). Although the notion of “female” and “feminine” 
do not necessarily coincide, Moi points out that someone who does not act according to the 
standard “can be labelled unfeminine and unnatural” (65). 
What, then, makes someone feminine? Without a doubt, these terms are often 
taken for granted, which only goes to show how deep-rooted the constructed meanings of 
gender are in our culture. Even as I suggest that feminine characteristics are related to the 
female sex, I inadvertently admit to the essentialist view that there are aspects which are, in 
fact, inherently feminine or masculine and thus also linked to the biological sex of an 
individual. What may illustrate this is the so-called Bem Sex-Role Inventory, a gender 
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survey developed by psychologist Sandra L. Bem, in which a respondent marks on a seven-
point scale how well certain attributes refer to him or her (Lenses of Gender 119). The 
attributes, chosen by a group of informants on the basis of what is seen as desirable for a 
man or woman “in American society generally”, consist of twenty adjectives which define 
masculinity, for example “assertive, independent”, twenty which refer to femininity, such as 
“tender, understanding”, and twenty filler attributes (Bem, Lenses of Gender 199).  
It could be agreed that gender and its perceptions are always inevitable products 
of socio-cultural contexts and which, obviously, vary from one culture and society to 
another. A useful example of this are the canonical novels studied in this thesis which, 
although obviously works of fiction, reflect their contemporary cultural and social contexts 
and thus offer some insight onto the nineteenth century. Notably, while these novels offer, 
at least to some extent, a realistic portrayal of a woman’s life, the modern readership is not 
able to grasp all the nuances of the novels’ representation of femininity in their time. Instead, 
particularly if one is reading for pleasure, the way in which femininity is represented may 
evoke a sense of nostalgia in which female characters and their position in society is seen as 
romanticized. For example, for the women of the Victorian age the “perfect lady” was an 
ideal which specifically upper middle class women strived for (Vicinus ix). The Victorian 
lady was bound to a life of obedience and domesticity, as illustrated by Martha Vicinus:  
Before marriage a young girl was brought up to be perfectly innocent and 
sexually ignorant. The predominant ideology of the age insisted that she 
have little sexual feeling at all, although family affection the desire of 
motherhood were consisted innate. Morally she was left untested, and kept 
under the watchful eye of her mother in her father’s home. (ix) 
Furthermore, Vicinus points out that although the ideal woman was defined by motherhood, 
she left her children to be raised by nannies and governesses, who were only the few of the 
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many servants to cater for the lady’s needs (ix). In addition to these, since a Victorian lady 
did not work, her status was totally dependent upon the economic position of her father and 
then her husband (Vicinus ix). The fact that “the perfect lady’s sole function was marriage 
and procreation” may thus have an affect on the canonical novels’ representation on 
femininity, because it reflects how femininity was perceived in the time of their publication. 
The reality behind literary representation may be something that a modern reader may not 
be able to grasp. Rather, in an escapist fashion, one focuses more on the nostalgic images of 
coy femininity and genteel courtship vastly different from our age. 
Since each social system has its own prototypical or ideal model of how a woman 
or a man is, gender is performed differently in different social and cultural contexts. 
According to Judith Butler gender, indeed, is performed: it is not “a stable identity or locus 
of agency from which various acts proceed” but instead it is “an identity instituted through 
a stylized repetition of acts” (519). In addition to this, Butler notes that gender is also 
instituted through “the stylization of the body” which means that, for example, “bodily 
gestures, movements, and enactments of various kinds” carry meaning and are seen to 
signify female or male gender. Subsequently, a gender act, which does not comply with the 
norms of the social setting, is soon identified as divergent and “[p]erforming one’s gender 
wrong initiates a set of punishments both obvious and indirect” (528). For instance, in the 
Victorian age an unmarried woman was seen to having failed in the one thing she was trained 
to be, a wife (Vicinus xii). Moreover, as noted by Parker, “[p]erforming gender [...] in more 
or less the same way over and over, produces a taken-for-granted idea that certain ways are 
natural ways and right. Yet, repetitions are never perfect” (167).  
The word ‘repetitions’ may be the key here: femininity is based on repetitions, 
on mimicry, which is thought to recur as the same from time and time again, yet it never 
really does. It may be similar to the model and thus pass, or be recognized as a mere imitation 
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and thus fail to blend in. In a text divergence from standards could be seen to carry 
reformative power and work as a parodic tool. Butler emphasizes that “certain acts are 
usually interpreted as expressive of a gender core or identity, and that these acts either 
conform to an expected gender identity or contest that expectation” (527). In the context of 
this thesis, this could be seen in how the representations of femininity given by the canonical 
texts, which inherently reflect the contexts of the time of their emergence, could be seen to 
be rewritten and contested by modern adaptations whose representations portray a parody of 
polarized portrayal of gender. 
Such rewriting is not only done by literary sources, but representations of 
femininity are continuously repeated and contested on the screen as well. In contrast to 
literary portrayals, the words on page that are read and built into mental images by a reading 
individual, a film offers these as actual images with sound support. Moreover, while it is 
possible to see the author between a text and its reader, in the case of film the influence of 
the camera and the director is even more palpable. The film is capable of operating on 
various levels of meaning-making as, for instance, the camera angles and framing, not to 
mention wardrobe, make-up or even lighting, have an instant effect on interpretation.  
This has been noted by Laura Mulvey according to whom the film “as an 
advanced representation system, [...] poses questions of the ways the unconscious (formed 
by the dominant order) structures ways of seeing and pleasure in looking” (“Visual Pleasure 
and Narrative Cinema” 35). According to her, femininity of film could be construed as visual 
pleasure for the (heterosexual) male viewer. With this Mulvey, who focuses mainly on the 
so-called classic Hollywood cinema, suggests that mainstream cinema is built around the 
presupposition of masculine spectatorship and the feminine as an image and thus as an object 
of gaze: “(t)raditionally, the woman displayed has functioned on two levels: as erotic object 
for the characters within the screen story, and as erotic object for the spectator within the 
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auditorium” (“Visual Pleasure and Narrative Cinema” 40).  
Hollywood cinema, and perhaps much of conventional mainstream cinema in 
the West, could be suggested to repeat safe and consistent representations of femininity. 
Genre cinema, however, can be to perceived as a place of dual portrayal. On the one hand it 
keeps with the conventions of representing femininity as, to some extent, passive and 
something to be sheltered from danger by the safety of masculinity. On the other, genre films 
may offer alternative readings on femininity which, for example, portray a monstrous side 
to it. Saying this, it should be noted that genre cinema, too, tends to be gendered. The 
costume drama, for instance, was deemed as “female-centered, ‘feminine’ one”, and thus 
distinguished as separate from the masculine historical biopic genre, as early as the 1930s 
(Robé 71). In contrast, the “archetypal male road movie” and its representation of femininity 
was contested by Ridley Scott’s film Thelma and Louise (1991) portraying female characters 
on the run (Eraso 63). According to Eraso, the film “shows how this genre reproduces the 
gradual evolution of the position of the American woman under the oppression of the 
patriarchal system and demonstrates that the Road is no longer an exclusively male domain” 
(63). This demonstrates the emergence of female characters who are capable of active 
heroism, a function previously reserved for the male protagonist.  
Femininity, like the brief discussion of the terminology behind the concept 
suggests, is far from straightforward. Even if one does not wander off to the queer or 
transgender side of the discourse, there is more to ‘female’ or ‘feminine’ than is 
conventionally affirmed. Even the term ‘femininity’ appears as problematic because it, 
according to David Gauntlett, “is not necessarily seen as the state of ‘being a woman’; 
instead, it’s perceived more as a stereotype of a woman’s role from the past” (11). This role, 
he claims, modern women can play or ignore, whichever suits their agenda the best (11). 
This shows how deep the ideas of gender run: femininity is seen as a part of “traditional 
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ways of thinking” or even as fashion accessory that adds “a dash of femininity to a woman’s 
appearance” (Gauntlett 12). Femininity, as Moi and Butler argue, thus appears as a cultural 
and social construction, which is constantly reproduced in public discourse and repeated and 
acted by individuals as a means to fit in. Thus, following this line of thought, it is not difficult 
to see how fiction and film participate in the formation of these ideas with their 
representations of gender.  
In the next three sections I will discuss how genre fiction and cinema portray 
femininity and note on their participation in the rewriting of these representations. The 
discussion begins with the genre of romance and its conservative-appearing portrayal of 
femininity and heterosexual courtship. After this I will examine the genres Gothic and 
horror, out of which the first-mentioned tends to portray female characters as shivering 
victims, a view which the latter one has increasingly aimed to contest. This discussion on 
genres and gender aims to provide a more in-depth picture of gender representation and show 




Although particularly Austen and Brontë’s novels are not romantic fiction per se, I find it 
valid to bring romance fiction and a genre of romantic works into discussion because of the 
way they are often perceived, and not only by those reading or watching novels and film 
adaptations. To illustrate, Pamela Regis states that Austen “is the master of the romance 
novel” and according to her Pride and Prejudice is a prime example to demonstrate the 
elements of a romance novel (91). The publishers seem to rely on this perception as well. 
For instance, the taglines for the 2005 film version of Pride and Prejudice market the 
adaptation as “a romance ahead of its time” and insist a viewer to “experience the greatest 
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love story of all time” (“Pride and Prejudice: Taglines”). Also, Grahame-Smith’s adaptation 
comes with the slogan “[t]he Classic Regency Romance – Now with Ultraviolent Zombie 
Mayhem”, which evidently aims to relish on the juxtaposition of one very feminine genre 
and the other palpably masculine – romance and horror (3).  
The romance genre with its representation of femininity seems an endlessly 
debatable one. How women have been represented in literature has generally been seen as 
an indication of “what constituted acceptable versions of the ‘feminine’ and legitimate 
feminine goals and aspirations” (Barry 117). Romantic fiction appears to depend on two 
notions, which may also be its two most criticized characteristics, the fact that the genre is 
seen as inherently feminine and that it focuses on the heroine’s quest for love. Firstly, as just 
suggested, romance is seen as a feminine genre. Indeed, according to Joanne Hollows 
“romantic fiction is the genre that tends to be most commonly associated with women”, both 
in terms of authors and readership and which, for this reason, has been seen as both an 
imprisoning ghetto and “an ‘imaginary community’ of women sharing ‘utopian’ dreams” 
with the genre’s critics and sympathizers respectively (68). Alarmingly, Hollows points out 
that it has been the particular association with of romance fiction women that has “acted as 
‘proof’ of its lack of value” (68). Such a view does not only relate to romantic fiction as a 
low art genre but it could also be read as belittling the female readership and even 
emphasizing the superiority of male-produced higher art and male readers. Needless to say, 
this also conveys certain notions of femininity.  
Secondly, the focus of the genre, romance and (heterosexual) courtship, has been 
criticized for being anti-feminist and anti-intellectual. For many literary critics romance 
novels have been an example of “trivial and dangerous fantasies” denoting a mass culture of 
senseless and passive consuming (Hollows 68). Hollows points out that particularly for the 
so-called second-wave feminists “romantic fiction was a politically dangerous, a mechanism 
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through which patriarchal culture was reproduced: women were fed fantasies of true love, 
fantasies which most women were seen to unquestioningly accept” (68). For example, the 
genre convention of the narrative ending in marriage has been criticized by Janice Radway 
according to whom “[readers] are telling themselves a story whose central vision is one of 
total surrender where all danger has been expunged, thus permitting the heroine to relinquish 
self-control” (97). Although literary criticism has come to produce more complex analysis 
of romance fiction, some of these antagonistic views persist, and even the immense 
popularity “does not mean acceptance” (Hollows 68; Regis xi). For Regis, such views stem 
partly from “a lack of understanding, both of the heroine and of the genre” (xii). With this 
she refers to the fact that the protagonist in romantic fiction, due to her gender, appeals 
mainly to a female readership: men do not usually read “across gender lines” (xii). Also, 
perhaps partly because of the feminist backlash against romantic fiction, the genre has been 
approached judgmentally and from a narrow perspective (Regis 3-4). “Hasty generalization 
has become something of a habit among critics of the romance novel” which Regis argues 
to be the result of inadequate knowledge of the genre (6). 
According to Regis, the two most common arguments against romance fiction 
relate to the genre’s portrayal of femininity and feminine prospects. To quote Regis: 
Critics claim that the romance novel extinguishes its own heroine, 
confining her within a story that ignores the full range of her concerns and 
abilities [...] and denies her independent goal-oriented action outside of 
love and marriage [...] [The romance novel also] binds readers in their 
marriages or encourages them to get married: it equates marriage with 
success and glorifies sexual difference. (10) 
Such charges contain an idea of a domesticated female protagonist, whose life-goal is to find 
her Prince Charming and to have his children – an idea which critics appear to fear that 
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readers interpret as a natural aspiration for a woman. Referring back to Bem’s and Butler’s 
notions of gender, it can be suggested that some of the criticism of romantic fiction’s sexism 
is justifiable. Nonetheless, some of it fails to take into account the genre’s specific 
conventions, for instance, the happy ending. Regis states that complaining about “the ending 
of a romance novel is more nearly a complaint about ending itself than a complaint about a 
given kind of ending. Narratives end” (11). Furthermore, according to Regis, the genre 
convention of a happy ending, for instance one depicting a marriage, should not be read as 
incarcerating the heroine but as one that offers closure to her quest and functions as a victory 
over difficulties she has experienced (11).  
As noted earlier, some of the charges against romantic fiction could be suggested 
to stem from a lack of knowledge of genre conventions. According to Regis, all romance 
novels, for which she uses Pride and Prejudice as an exemplary case, include eight narrative 
elements:  
a definition of society, always corrupt, that the romance novel will reform; 
the meeting between the heroine and hero; an account of their attraction 
for each other; the barrier between them; the point of ritual death; the 
recognition that fells the barrier; the declaration of heroine and hero that 
they love each other; and their betrothal. (14; original emphasis) 
In terms of the representation of femininity, these elements become particularly important 
because they could be argued to depict points of transition in the heroine’s quest. This may 
indicate that her femininity should be read as conventional or as one that contests 
conservative images. For example, in the Austen novel the meeting takes place near the onset 
of narrative and may contain “[s]ome hint of the conflict to come” (Regis 31). Elizabeth and 
Darcy meet for the first time at a ball where Darcy’s pompous behaviour creates a “barrier 
to [his and Elizabeth’s] eventual betrothal” (Regis 31-2). The barrier, in contrast, “drives 
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the romance novel” and it can occur as external barriers, such as geographical or social 
issues, or internal, which refers to the psychological state of characters (Regis 32). For 
Elizabeth and Darcy the barriers are both of external and internal origin, which in this case 
could be summed as money, class, and the prejudices they carry for each other (Regis 32-3). 
Regis points out that the removal of the barrier typically means the “liberation of the heroine” 
as it denotes the “heroine’s freedom from societal, civic, or even religious strictures that 
prevented the union between her and the hero” (33).  
In the texts under study in this thesis, the subgenre of historical romance, with 
the visual reference of costume drama, appears to be emphasized over the more general 
genre of romance and its conventions. Helen Hughes describes the historical romance as a 
genre in which operates the myth system of “archetypal episodes of romance” and another 
system of myth of “presentation of history” (13). Here it is possible to see, as I have pointed 
out in the previous section, how canonical novels’ representation of their femininity in their 
time is interpreted as nostalgic and romanticized images. Furthermore, as a formulaic genre, 
the historical romance can be seen to draw from previous literary sources, such as the 
traditions of sentimental writing as well as canonical classics: 
[T]he basic kit units which are used to make up the plots of historical 
romance are stock situations and character-types which can be found in 
book after book, rearranged and redeployed, demonstrating minor 
differences in detail but with an essential structural identity. (Hughes 13) 
It should be noted that the canonical novels studied in this thesis are not historical romances 
per se but they could be dubbed, like Regis has, as courtship novels (205). Conversely, 
historical romance is largely defined by its historical setting. Yet, according to Helen 
Hughes, authors of historical romances have not usually been overtly interested in 
“presenting a picture of the past as a time of historical change” and have focused more on 
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creating an alluring historical setting (11). However, “their treatment of one aspect of life 
provides an exception to this: that concerned with the relationship between the sexes and the 
role of women in society” (Hughes 11). Regis sees a similar development in the emergence 
of courtship novels: “[t]he great societal shifts toward affective individualism, property 
rights, and companionate marriage coincide with the rise of the [romance] novel in English” 
– aspects which she sees also Elizabeth Bennet and Jane Eyre to strive for (205). 
This suggests that the representations of femininity, while often conventional, 
have the potential to draw a more versatile portrayal than the one that the genre has been 
criticized for. Drawing from the conventional ideals of femininity and domesticity historical 
romances can be suggested to portray female characters in similar ways as canonical classics. 
In essence, a soft and emotional femininity is represented in contrast to strong and logical 
masculinity. Nonetheless, it can be maintained that developments in gender politics have 
had an influence on genre fiction. Hughes, for example, points out that the saga novels, 
popular in the 1980s, “allowed the construction of a new image of femininity, one more in 
tune with a period of greater opportunity for women, when ‘liberation’ was a much 
canvassed issue” (141). Such developments become most evident in the case of the female 
protagonist. In the words of Radway, modern readers like their heroines “intelligent, spunky, 
and independent” (125). Such feisty female characters can also be perceived as rejecting 
conventional gender roles, such as having jobs that portray the “heroine’s refusal to be 
restricted by expectations about female gender behaviour” (Radway 124). This aspect is 
emphasized in, for instance, Little Women in which Jo March’s determination to step into a 
male-dominated profession exceeds what an eighteenth-century society might expect from 
a middle-class young woman. 
In terms of genre conventions and rewriting, the heroine appears as the meeting 
point for different representations of femininity and can be seen an amalgam of both 
  
40 
conservative and reformative feminine characteristics. In Regis’s words: “[t]he novel 
chronicles the heroine’s taming of the dangerous hero or her healing of the injured hero, or 
both. Taming and healing can work the other way as well. Heroines can need taming and 
healing, too” (206). Genre conventions, on the other hand, seem a tautological issue: 
romantic fiction is fiction about (heterosexual) romantic relationships, which also calls into 
discussion gender roles and specifically how such roles are acted and repeated in social and 
romantic interaction. While undeniably norm-abiding in their representation of femininity, 
romance novels tend to revolve around questions of femininity, challenges in attaining a 
courtship with the object of interest, and the eventual well-deserved closure for the heroine’s 
quest for love. These, interestingly, could also be attributes of the Gothic novel, but which, 
nonetheless, are surpassed by the genre’s inclination towards a darker portrayal of the world 




Although only Jane Eyre, out of the source texts studied here, can be labeled as Gothic, it 
seems that no more is needed. This is because the Brontë novel can be suggested to be a 
prime example of the Gothic both in terms of its gloomy setting and solemn (anti-)hero 
potential as well as its ability to in portray both physical and mental weakness. In addition 
to this, Jane Eyre demonstrates the Gothic’s potential in emphasizing the female point of 
view in a world ruled by patriarchy. In this section I will discuss the Gothic genre and its 
genre conventions, and I will pay particular attention to the female-centric aspects and 
feminist criticism of the genre, including the so-called female Gothic.  
 According to Fred Botting “eighteenth-century writers liked to refer to their 
present as ‘modern’ and thus distinct from both a classical antiquity appreciated in its 
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historical continuity and a feudal past regarded as a barbaric and primitive stage” (13). This, 
he notes, holds the key to understanding Gothic as it “condenses a variety of historical 
elements and meanings opposed to the categories valued in the eighteenth century” (13). The 
term ‘Gothic’, which gained its critical use with the publication of Horace Walpole’s 1764 
novel The Castle of Otranto, was “[u]sed derogatively about art, architecture, and writing 
that failed to conform to the standards of neoclassical taste (Botting 13). This demonstrates 
how a distinction between high and low art is made. In this case Gothic gained its meaning 
in relation to more esteemed culture and genres. 
Gothic is not, however, only characterized by a lower status but also by a 
particular female readership, and a particularly a perceived connection between the two. 
Dani Cavallaro points out that the Gothic has been constantly “codified in relation to and in 
contrast with dominant genres and forms” (9), as she writes that 
[i]n both the eighteenth century and the nineteenth century, for example, it 
was common to associate Gothicity with tastelessness, and with the 
consumption of pulp fiction by a supposedly unrefined, albeit 
economically ascendant, middle-class market and particularly with women. 
(Cavallaro 9) 
This can be understood so that the characteristics given to Gothic, for example the “lack of 
reason [and] morality”, to use Botting’s words, also cast a shadow on those who were seen 
to be its major consumers, this is the women (13). This suggests that the perceived 
relationship between genre and gender is, at least partially, built on a contemporary rhetoric 
of femininity. This view is supported by Cavallaro’s claim that “the scornful dismissal of 
Gothic fiction [...] is intimately bound up with gender politics” (Cavallaro 10). She argues 
that Gothic fiction was dismissed due to its major readership, women, and that belittling the 
Gothic as a “second-rate genre” was a way to denigrate female readers as a “second-rate sex” 
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(10). Furthermore, Cavallaro states that “women were associated with the novels on the basis 
of cultural stereotypes that inscribed both the female body and the body of a mass-consumed 
fiction as trashy and tainted” (10).  
 In the Gothic the tangible and the invisible, the bodily and the psychological, 
come together. Although Freudian concepts, such as the Uncanny, have been later attached 
to the theorization of the genre, initially the Gothic was defined by The Castle of Otranto 
with its “feudal historical and architectural setting, the deposed noble heir and the ghostly, 
supernatural machinations” (Botting 14). These were soon followed by, for instance, Ann 
Radcliffe’s “bizarre events [which] were first presented as otherworldly and later 
rationalized or revealed as hoaxes” (Nelson 3).  Thus, while there is a ghost story-esque vein 
to the genre, there is also a logical side seeking explanation to the inexplicable. Robert Miles 
explains this with the difference of the so-called female and male Gothic texts: “the writers 
of the female Gothic [...] were primarily absorbed in the struggle for sexual and political 
rights, together with cash, which is where the two issues generally come together, whereas 
the male Gothic aimed to disrupt the legitimacy of normative gender patterns” (97-8). In 
other words, while women authored stories of terror, men wrote about horror and while 
female Gothic had a realistic trait to with events that could eventually be explained, male 
Gothic was intentionally supernatural and events left without reasonable explanation (Miles 
97). It appears that specifically in female Gothic, the worst of the horrors were narrated with 
a grain of truth in them. 
 Intriguingly, when it comes to Gothic tales and their conventions, female 
characters and femininity appear as key material. As noted, the most obvious conventions of 
the Gothic genre include a specific historical and architectural setting, an ominous (male) 
character, who is often of aristocratic background, and supernatural events with haunting or 
at least suspicion of such action. In contrast, there is often a female character trapped in the 
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setting, struggling to get out. Noteworthy is, that it is often her femininity which appears 
somehow emphasized in this process. To illustrate, Gothic tales have in common with 
sensation fiction, which combines “female gothic, melodrama, and domestic realism” 
(Pykett 6). For example, Wilkie Collins’s The Woman in White (1859-60) appears to be 
interchangeably labeled as both Gothic and sensation fiction. However, it is sensation fiction 
which owes to the Gothic. According to Laurence Talairach-Vielmas, in sensation fiction the 
“new ‘spectrality’ of sensational characters [...] re-adapts gothic conventions to a secular and 
materialistic modern world, using multiple identities, fake-death and science to re-animate 
the dead” (21). While Talairach-Vielmas suspecting the “burying of women’s secrets and 
bodies” to have been what made the genre so sensational, Talairach-Vielmas notes that in 
sensation fiction “[f]emale characters are more often than not buried alive when they threaten 
the Victorian status quo” (21). Furthermore, he sees the Gothic as enabling sensation writers 
to discuss “women’s corporeality” safely within the boundaries of popular reading 
(Talairach-Vielmas 33). This implies that there is a particular tie between the Gothic and the 
feminine, and that the Gothic has specific potential in unraveling feminine struggle.  
Interestingly, there seems to be an apparent disagreement among critics about 
how to interpret the Gothic’s representations of femininity. According to Kate Ferguson Ellis, 
the “[f]eminist critics of the Gothic are divided on the issue of whether its heroines are 
submissive and thus models of patriarchally defined ‘goodness’” (458).  She refers to critics 
such as Michelle Massé, according to whom the “Gothic uses woman’s whole body as a 
pawn: she is moved, threatened, discarded, and lost” (Massé 108). Ellis sees “this view of 
the Gothic heroine as an embodiment of the Victorian precept of ‘suffer and be still’” as a 
complete turnover from Ellen Moers’s concept Female Gothic, which refers to the female-
authored works in the Gothic mode (Ellis 459; Moers 90). As summarized by Andrew Smith, 
Female Gothic’s main themes include “incarceration within domestic spaces [...], and the 
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restoration of female identity usually through the discovery of a ‘lost’ mother, or by that 
mother’s intervention”(181). Also, the aspects of “subtle feminism” and the idea of women’s 
social advancement characterize the genre (Smith 181).  
In Moers’s work there is an evident focus on motherhood. Indeed, Moers 
approaches Female Gothic by discussing motherhood and giving birth with the example of 
Mary Shelley’s Frankenstein. Moers points out the problems of discussing birth; many of 
the successful women authors of the eighteenth and nineteenth centuries were childless, 
either spinsters or virgins, and Victorian taboos had previously prohibited writing about 
physical sexuality (92). Nevertheless, while the onset of naturalism brought such 
descriptions into realist literature (Moers 92), Shelley “brought birth to fiction [...] as Gothic 
fantasy” (Moers 93). The scientist as the unfit mother, the laboratory as the womb, and the 
monster as the unwanted child are in stark contrast with the stereotypical images of 
femininity and motherhood: 
Fear and guilt, depression and anxiety are commonplace reactions to the 
birth of a baby, and well within the normal range of experience. But more 
deeply rooted in our cultural mythology, and certainly, in our literature, are 
the happy maternal reactions: the ecstasy, the sense of fulfilment, and the 
rush of nourishing love which sweeps over the mother when she first holds 
her baby in her arms. (Moers 93) 
Although with her concept Moers covers only a small section of femininity, leaving out 
further examination of gender relations, her focusing on birth and motherhood manages to 
reach those ideas about femininity which are often the first and foremost used when it comes 
to arguing for or against certain female behaviour. The perceived essentiality of motherhood 
to femininity, and the tender loving care that is claimed to be natural for a woman are broken 
down and revealed to be more that Victorian or other society-dictated ideals prescribe.  
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 Moers’s focus suggest that there a matrilineal continuum can be read to offer 
hope, perhaps even survival, in the grim Gothic setting. This is supported by Smith, 
according to whom the way Female Gothic’s “heroines strive for some version of a better, 
more emancipated, life” suggest that there is “optimism about possibilities for change” (31). 
While Smith adds such survival to be “conditional upon discovering a long-lost mother that 
facilitates a mother and daughter relationship which can withstand patriarchal authority” 
(31), it could nonetheless be taken that in Moers’s reading femininity is not defined by a 
shivering and shrieking heroine locked in a labyrinth, but by one who remains optimistic 
about finding a way out.  
However, not all critics see Female Gothic’s representation of femininity as an 
empowering or a progressive one. Rather, its portrayal of femininity has been criticized as 
self-victimizing. Diane Long Hoeveler offers this provoking thought: 
The female gothic novel accomplishes the cultural work of group fantasy 
for women; it convinces them that their safely proscribed rebellion will 
result in an improved home for both their mothers and themselves. But in 
rebelling against the patriarch, they paradoxically reify the power of home 
and family to which they return, all the while justifying their acts of 
parricide and class warfare by positioning themselves as innocent victims. 
(10) 
While Hoeveler can be seen to represent what Ellis referred to as a “complete reversal” of 
Moers, Hoeveler emphasizes the victimhood of the Gothic heroine to the point where her 
oppressed position seems almost self-inflicted (Ellis 459). She bases her argument on the 
notion of “victim feminism” according to which “women earn their superior social and moral 
rights in society by positioning themselves as innocent victims of a corrupt tyrant and an 
oppressive patriarchal society” (2). In addition to this, Hoeveler refers to “professional 
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femininity—a cultivated pose, a masquerade of docility, passivity, wise passiveness, and 
tightly controlled emotions” and claims that by portraying their heroines like this “female 
gothic novelists helped to popularize and promulgate a newly defined and increasingly 
powerful species of bourgeois female sensitivity and subjectivity” (xv). Such victimhood 
and an acquired femininity, Hoeveler argues, appear to be means of attaining a happy ending, 
even survival, as it often includes securing her social status by matrimony and/or wealth.  
This reminds the reader of a romantic narrative’s heroine’s quest and its deserved 
fulfillment. Hoeveler writes: “Gothic feminism taught women that pretended weakness was 
strength, and that the pose, the masquerade of innocent victim, would lead ultimately to 
possessing the master’s goods and property” (246). According to Hoeveler’s reading, this is 
exactly what happens in Jane Eyre: “An orphan, friendless, misunderstood, and 
underappreciated by all her peers, wins her vindication and bests the patriarchy at its own 
game. And best of all, she gives every indication of having done nothing much at all” (222). 
Thus, rather than reading Jane as enduring her neglectful upbringing or Rochester’s charms 
as, for instance, signaling strength, Hoeveler seems to see it as a typical trait of feminine 
passivity, a masquerade of martyrdom. Also, instead of Jane’s survival being the result of 
her own activity, Hoeveler’s view is that stems from her apparent victimhood and explaing 
why she is eventually rewarded with the prince and half of the kingdom. 
 To sum up, the Gothic’s representation on femininity appears to be a problematic 
one, and not least because of its reputation as a second-rate genre favoured by a second-rate 
audience, the women. Generally, the Gothic heroine appears as lost or confined, held back 
by a patriarchal authority from which she is unable to break away for moral or financial 
reasons. Thereby, she is seen as a victim of a system she is unable to change, which is, at 
least partially, explained by female authors of Gothic and their interest in women’s rights 
(Miles 97). Moreover, taking into account the close-knit relationship of the Gothic and 
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sensation fiction, the crucial role of femininity in such writing becomes apparent. Sensation 
fiction, in particular, shows how women are buried when they threaten the patriarchal status 
quo (Talairach-Vielmas 21). These representations suggest femininity to be controversial, 
possibly even dangerous, and something which has to be contained.  What furthermore 
defines particularly Female Gothic is the theme of motherhood which is realized in the 
physical horror of the birth or as the absent mother, who often functions as the key to the 
daughter’s liberation. This is where the critics’ views appear to collide. While, for example, 
Moers sees Female Gothic as feminist and the Gothic heroine’s progress as optimistic, critics 
such as Hoeveler and Massé regard the heroine as an emblem of female martyrdom, whose 
victimhood is self-inflicted. According to Hoeveler, the Gothic heroine puts on a show of 
professional femininity and performs as a victim, for which she is rewarded with the prince 
and half of the kingdom, which is also how she sums up Jane Eyre. As this discussion has 
demonstrated, the representations of femininity of the Gothic, as well as they analysis of 
them, appear contradictory. While some of the portrayals show femininity as an object that 
is exploited, some works can be read to demonstrate its female characters as active subjects. 
On the one hand, the heroine’s prospects appear grim, on the other the outcome of a Gothic 
narrative can be read as optimistic. Nonetheless, much of the discussion seems to revolve 
around the notion of femininity, what it is, how it appears, and what does it deserve. These 




This section discusses the horror genre with a specific interest in the sub-genres of vampire 
and zombie horror and their portrayal of femininity through heroic and monstrous female 
characters. It should be noted that the texts discussed in this thesis do not represent the horror 
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genre per se: while the mash-up novels do employ elements and allusions to the genre and 
its seminal works, their strong relationship of reference to the canonical novels prevents 
them from being seen solely as works of horror. According to my reading, mash-up novels 
use horror for parodic rewriting of their source texts, which allows the adaptations to impose 
meanings of the popular genres on the representations of gender of the canonical texts. 
 While the Gothic can be perceived, at least partially, as a female-oriented genre, 
the horror genre seems to defy feminine elements, not to mention aspects that might be seen 
as feminist. This is seen in the ways in which female characters are frequently cast as victims, 
as those who need to be saved, or as objects of obsession or sexual desire. Also, as stated by 
Barbara Creed, the representation of woman-as-monster has received only little critical 
interest. According to her, “emphasis has been on woman as victim of the (mainly male) 
monster” (1). Creed notes that some find the very notion of a female monster “offensive to 
their rather quaint, but deeply sexist, notions of chivalry” (3), and criticises, for instance, 
Gérard Lenne and his article “Monster and Victim: Women in the Horror Film” for his view 
that “women should be presented only in terms of their ‘natural’ role in life” (qtd in Creed 
3). With the natural role, Lenne reportedly refers to being a mother and a lover (qtd in Creed 
3). Furthermore, Creed points to James B. Twitchell who dismisses the female psychopath 
as “mannish” which Creed suggests to be an indication of his belief that femininity “excludes 
all forms of aggressive, monstrous behaviour (5), a view which Creed contests with her 
concept of the “monstrous-feminine”. Contradictory views such as these suggest that 
femininity, and diverging from a conventional normative femininity in particular, carries 
specific meanings in the genre. 
Catherine Spooner points out that although the horror films of the 1970s and the 
1980s were regarded as attracting mainly teenage boys, a significant female audience played 
a part in the development of new “Gothic heroines” (99). Nevertheless, although popular 
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horror could be typified as a somewhat androcentric, male-oriented genre with narrow 
representations of femininity, it is possible to distinguish a couple of notable recurring 
female roles. Firstly, Spooner points to Carol Clover’s term “Final Girl” that refers to a 
female protagonist who 
(1) undergoes agonizing trials, and (2) virtually or actually destroys the 
antagonist and saves herself. By the lights of folk tradition, she is not a 
heroine, for whom phase 1 consists in being saved by someone else, but a 
hero, who rises to the occasion and defeats the adversary which his own 
wit and hands. (59)  
Spooner also notes that  
while in the films Clover discusses the Final Girl’s apparent 
subversiveness is mitigated by her acting as a boy in disguise, enabling 
trans-gender identification, or by her subjection to voyeuristic sadism, 
contemporary reworkings of the archetype increasingly stress its positive, 
feminist potential. (99-100) 
Secondly, although not exactly heroines, the types of female monsters listed by Creed may 
be suggested to portray a type of subversive femininity similar to the Final Girl.  The 
representations of the monstrous female include, for example, an amoral, primeval mother 
(such as in Aliens, 1986), a witch (Carrie, 1976), or woman as a possessed body (The 
Exorcist, 1973) (1). Such female characters do not respond at all to the conservative images 
of femininity. Instead of being delicate, considerate, and warm, they are forceful, brutal, and 
cold, which makes such characters anything but feeble victims. Also, it is noteworthy that 
they are neither heroes nor heroines, but female antagonists who, instead of creating and 
nurturing life, attempt to destroy it. 
The sub-genre of vampire horror is possibly one of the most longstanding ones 
  
50 
in the whole horror genre. Although being perhaps the most known, Bram Stoker’s Dracula 
is not, however, the first seminal piece in the genre. According to Victoria Nelson, John 
William Polidori’s novella The Vampyre: A Tale (1819) was the first influential story that 
established the sub-genre (120). Nelson indicates that in The Vampyre Polidori’s 
achievement was “to fuse the exotic folklore of the vampire seamlessly with the figure of 
the Romantic/Satanic homme fatal” (121). This “homme fatal”, a fatal male character has 
since become an archetype of a vampire, and further developed in Stoker’s Dracula. As 
suggested by Hänninen and Latvanen, the archetypal male vampire is a “cynical, 
misanthropic, and melancholically cruel creature of the night, a very Byronic antihero” (31-
3; my translation). The transition from homme fatal to a vampiric femme fatale is not a long 
one as is demonstrated next.  
Although there have been female vampires from early on, they have usually been 
cast as victims who have gone through a metamorphosis from human to monster. In Dracula 
Stoker “splits his imperilled female characters in two: Mina Harker who survives the 
vampire attack, and Lucy Westenra, who does not” (Nelson 123). Nelson points out that 
Lucy is the first fictional vampire to be shown before and after her Change, 
uniting in one character the innocence and the monstrousness previously 
expressed in such dualities as Laura and Carmilla in Le Fanu’s [Carmilla 
(1872)] and Jane Eyre and mad Bertha Rochester before them. In the 
vampire genre Lucy would serve as a provocative model for many two-in-
one hybrids to come. (123) 
It is only after the 1970s when the female vampire became a regular in vampire cinema that 
also the representation of female monstrosity provoked new areas of study, such as “woman 
as lesbian vampire; woman as victim; woman as creature; gender and metamorphosis; 
abjection and the maternal” (Creed 59). 
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 The monstrosity of the female vampire, as in the case of Lucy, appears to reside 
in her uninhibited sexuality. Carmilla is Joseph Le Fanu’s story of a “homoerotic female 
vampire whose exquisitely slow seduction and attempted murder of a young girl is set in the 
vampire associated region of Styria” (Nelson 121). Moreover, according to Hänninen and 
Latvanen’s description, “Carmilla’s vampirism links to a possessive and abusing erotic” (33; 
my translation). As a monstrous female character, Carmilla is portrayed as a deviant from 
the norm, as a lesbian, and story develops into the woman’s return to normal because of 
patriarchal protection. For a moment Carmilla and Lucy represent a femininity which is 
independent from any conventional portrayal, and possibly for that reason exactly, they 
cannot exist in such state for long; with the help of her father and a vampire expert, Carmilla 
returns to normalcy, whereas Lucy is impaled.  
Sexual ambiguity seems to be a recurring characteristic in the genre as portrayed 
by Carmilla and, for instance, Anne Rice’s Interview With a Vampire (1976), in which there 
is “a strong homoerotic undercurrent” (Nelson 124). Furthermore, Harry M. Benshoff and 
Travis Sutton identify the “(classical) Western vampire as a valuable metaphoric other” 
because as a figure a vampire “transcends cultural boundaries of gender, sexuality, nation, 
race, and even mortality” (205). In addition to this, they suggest that 
the vampire enacts the masculine/active role of penetration regardless of 
whether the vampire is a man or a woman, while simultaneously engaging 
in the more feminine role of reception, receiving fluid from the victim. 
(Benshoff and Sutton 205) 
The question of femininity regarding vampire horror, however, remains open-
ended. Although the vampire preys upon both sexes, it is the female that has traditionally 
been the object of desire, regardless of the vampire’s gender. This supports the idea that in 
horror fiction a female character is more often a passive victim than an active heroine, or an 
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otherwise active agent. In vampire horror it is the female who submits to the charms and, 
eventually, to the bite of the vampire. Nevertheless, portrayals of female vampires endorse 
a subversive femininity in which the female is portrayed as active and not bound by her 
gender. It may be claimed that such portrayals of female vampirism often also include an 
explanation for such monstrous behaviour, such as sexual deviance, or her vampirism is 
levelled with comedy as in the film Vamps (2012), or the vampire is particularly virtuous to 
compensate its evil needs as in Stephanie Meyer’s Twilight novels. 
The most recent development in the vampire genre seems to be to represent the 
vampire as having a soul, which denotes an influence of religion, or as an otherwise kindly 
character. According to Milly Williamson, “[i]t is now a truism to suggest that the vampire 
is no longer a monster dramatizing the fear of the Other, but has been rendered sympathethic, 
knowable, a figure of empathy” (n.p.). This is a complete turnover from the deviant, 
establisment-defying monster of previous decades. Williamson explains this by suggesting 
that “the vampire ceaselessly transforms, rendering meaining anew even while it pulls 
remnants of its past signification into the present” (page). Pointing at the continuum from 
Varney (1845-1847) to Carmilla, from which films such as The Hunger (1983) have drawn 
inspiration, Williamson indicates that the genre shows a shift from a diseased or queer 
vampire figure to a wholesome character promoting restraint (n.p.). To quote Williamson,  
[w]hile the pathos-filled vampire of the 1960s and 1970s and into the 
1980s ended the sexually conservative reign of the early twentieth-century 
Dracula cycle, offering polymorphous perversity and an alluring ambiguity, 
today’s sympathetic vampire seems determined to return desire to 
heterosexual normativity. (n.p.) 
Williamson sees this trend of  “paranormal romance” having begun with Buffy the Vampire 
Slayer, but its momentum is specifically shown by the Twilight novels and films “which 
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[seem] to be built on restraint and regressive postponement of desire”, aspect which only 
recently seemed highly unconventional for vampire characters (Williamson n.p.). 
Whereas vampire horror dates back to the nineteenth century, the zombie entered 
the American culture “after a lurid bestseller of the 1920s had laid the groundwork” (Nelson 
150). Nelson probably refers to William Seabrook’s travel book of his time in Haiti, The 
Magic Island (1929), in which “he gave detailed accounts of Voodoo rituals and folklore” 
and dedicated a whole chapter for his observations of the zombie (Kee 13). The film that 
marks the beginning of the development of the zombie is White Zombie (1932) which depicts 
“a bride turned into a zombie [...] to satisfy the lust of a white plantation owner and his 
facilitator” (Nelson 151). According to Chera Kee, the early zombie films were about race 
and gender: “it was the ‘black’ magic of the Haitian Voodoo, utilized by zombie masters, 
that openly threatened white femininity” (15). Furthermore, Kee points at the advertisements 
for the films in which  “a white woman reclines in peril, either from zombies of the zombie 
master. In many of these ads, it is the zombie master’s (sexual) desire that puts the woman 
in peril, and she is powerless against it” (15). 
As Nelson suggests, “the trope of the possessed female” was used in I Walked 
with a Zombie (1943) eleven years later (151). What makes the film particularly interesting 
is that it is reportedly loosely based on Jane Eyre (Nelson 151). When one considers Jean 
Rhys’s novel The Wide Sargasso Sea (1966) that discusses female enslavement through 
marriage, voodoo, and even the notion of the “zombi” on a few occasions, similarities can 
be drawn. This connection between the zombie, Jane Eyre, and The Wide Sargasso Sea relate 
to social criticism against her marginalized position in society and, in the zombie horror 
genre, to the portrayal of the woman as a victim of zombification and as controlled by a 
patriarchal master. 
The 1960s marked a change in zombie horror which took the genre further away 
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from its Haitian voodoo roots. It may be claimed that George Romero’s 1968 film Night of 
the Living Dead, as well as his later films, defined how the zombie works, and the genre in 
whole, would be imagined and constructed. As Nelson describes the change, 
[i]n this framework, zombies are no longer animated by a sorcerer; 
typically, they are the accidental result of a scientific mistake. Once created, 
significantly, they cannot be commanded and stand entirely outside human 
control. (152) 
Furthermore, Nelson points out the connection to writers such as Stoker, Rice, and to the 
vampire, another undead creature that infects its victims: 
Taking a page from vampire stories, Romero had his killer corpses feed on 
their prey and infect whomever they killed with their bite, thereby creating 
the potential of a zombie population explosion whose Malthusian 
proportions the vampire Lestat and his descendants could never match. 
(152-53) 
In addition to the zombie plague spreading “instantly, exponentially, [and] globally” 
(Luckhurst 79), Romero’s zombies also communicated a “counterpublic critique of social 
injustice and contemporary consumer society” (Luckhurst 79). For instance, the film Dawn 
of the Dead (1985) depicts another outbreak of a zombie threat, and focuses on the escape 
attempts of a small group of humans at an indoor mall. The zombies are shown to aimlessly 
roam the mall similarly to the modern consumers, trying to find the next fix to satisfy their 
needs of consumption. 
 In addition to Romero’s criticism of social issues, LuAnne Roth and Kate 
Shoults state that “[z]ombie apocalypse narratives possess an opportunity to highlight the 
social construction of gender” (239). According to them, there is an absence of gender 
amongst the zombies, who have no need to distinguish sex roles, while the living continue 
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to find themselves clinging blindly to the patriarchal systems of their pre-apocalyptic world 
(239). In other words, the genderless undead place a definitive emphasis on the artificialness 
of social constructions such as gender. Roth and Shoults argue this to be evident particularly 
in films, whose partial representations of femininity female viewers cannot trust (239). This 
indicates that the portrayal of female characters is bound by the conventional standards of 
femininity. 
As I have shown, the zombie horror genre’s portrayal of the femininity of the 
living can suggested to vary between victimhood and active heroism. Once more the woman 
is given the role of the passive victim, one who cannot resist the magic of the other. Nelson 
links the enslavement of the female in voodoo-inspired films such as White Zombie to “the 
classic old Goth/Gothick trope of devilish possession by making its main white zombie 
female, with her vulnerability in this soulless state leaving her equally open to sexual 
possession” (151). Moreover, in Romero’s works femininity often equals weakness, both 
mental and physical, and female characters rarely come out as survivors. If anything, 
femininity is seen as a biological possibility to produce new life. For example, in Day of the 
Dead, one of the four main characters is a pregnant woman, and the three men’s struggle to 
keep her alive can be interpreted as a symbol of the survival of the entire human race. 
Nevertheless, it may be argued that later zombie works, the comedic in particular, have 
challenged earlier representations of femininity by depicting heroic female characters in the 
spirit of Clover’s Final Girl who not only are able to protect themselves and fight the enemy, 
they can also ensure the safety of others, such as the female protagonist in the Resident Evil 
series. 
In the end, the horror genre’s representation of femininity is bound by duality. 
On the one hand there are the Final Girls, as theorized by Clover, the female heroines who 
survive and save others in the progress. On the other, there are the female monsters like those 
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described by Creed, whose monstrosity is largely defined by their wanton sexuality, like that 
of the female vampire. Not even the female vampire can be trusted anymore to perform 
defiantly, because her monstrous sexuality has been brought back to patriarchal control. 
Nonetheless, between the Final Girl and the female monster there has generally been an 
evident difference of gender display: one is described androgynous and the other blatantly 
feminine. In addition to these, the zombie presents a genderless side to the horror genre, thus 
allowing, for instance, criticism of the social construction of gender. Gender, nonetheless, 
remains an integral part of horror narratives and the characters depicted in it. The Final Girl 
is victorious because she acts against gender standards. Similarly, the female monster and 
her monstrosity is the result of her defiance of norms. The outcome of their journey, however, 
is often very different. As will be shown in the following section, when it comes to survival, 




This section discusses the notion of survival as a theoretical concept and a literary theme. 
The focus will be on female survival, and I aim to provide theoretical support for the images 
of survival which the mash-up novels with their source texts offer. I will begin with a general 
discussion on the notion of survival, with an aim to elaborate more on this multifaceted idea, 
and then move on to examine some of its diverse aspects in more detail. These aspects 
include Darwin’s idea of survival of the fittest, self-help and survival, and enacting survival 
in video games. The notion of survival in literary works will be discussed with examples of 
Margaret Atwood, Helen Porter’s everyday survival, and Gilbert and Gubar’s notion of 
female survival in Austen’s works. The section is concluded with some observations on the 
horror genre and its representations of female characters and their survival. 
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 It seems that not much attention has been paid to survival as a literary concept. 
What has been written about survival are mainly accounts of surviving war, such as the 
Second World War or the Holocaust, surviving an illness or a poor economic situation. In 
addition to these, it seems that critical work on survival as a literary theme is scarce. 
Therefore, it may be justifiable to suggest that survival is not, by far, a straightforward 
concept. While it at first may seem like a simple idea, to survive meaning ‘to stay alive’ or  
‘coping’, the simple seeming notion is soon complicated by aspects that relate the survival 
as an event. Survival requires survivors, but it also needs the antagonistic force from which 
the survivors attempt to survive. Furthermore, survival needs a space in which to take place. 
While the space may serve as the milieu in which two or more parties compete for survival, 
the space may also act as the antagonistic force, for instance a dystopian society, provoking 
the need for survival. In addition to these, to complicate matters even more, survival appears 
to have many levels of transparency. While it may be somewhat easy to recognize disease, 
war, or a plane crash in the desert as events which call for survival and may indeed have 
survivors, there are also less transparent forms of survival. To survive socially, financially 
or spiritually, for instance, is less obvious for it may not be visible to the eye or candidly 
stated, neither do they always appear the same. Yet survival does happen, although it may 
not always be called with that particular term. Instead, to name a few, it can be seen as coping, 
struggle, resistance, opposition, and activism. Each of these terms shows that there is an 
array of meanings which in turn illustrate the event of survival and the survivor’s role in it. 
 
2.3.1. Darwin, Self-Help, and Games 
 
Perhaps the most well-known idea of survival is Charles Darwin’s natural selection, also 




as more individuals are produced than can possibly survive, there must in 
every case be a struggle for existence, either one with another of the same 
species, or with the individuals of distinct species, or with the physical 
conditions of life. (122) 
Stephen Jay Gould sees Darwin’s natural selection as, “a theory of local adaptation to 
changing environments”, and he suggests that what Darwin means by fitness, is an 
“improved design”, one that suits an “immediate, local environment” (102). According to 
Eilon Schwartz, this improved design is caused by the unequal relationship of resources and 
population growth (5). In Schwartz’s words:  
Characteristics which improved the survival skills of the individual would 
then be successfully passed down to the next generation, whereas those 
individuals who were less fit would be less successful at surviving, and 
their traits would be less likely to continue into the next generation. (5) 
In other words, survival has to do with the milieu, the direct living space and its resources, 
and its inhabitants. However, it is noteworthy that for the twenty-first century dweller, due 
to fast travel, information technology, and a global dependency on goods, the whole world 
can be seen as an immediate living space and an individual problem as one which could 
affect many.  
 Darwin’s views have gained social applications as well. Schwartz explains that 
as Darwin believed in evolution through natural selection, he similarly believed that 
“morality could evolve based on laws of natural selection” (17). Here the Darwinist idea of 
survival shows its problematic side. Schwartz demonstrates that “[f]or Darwin, a morality 
based on sympathy for the other would lead to concern for ‘the imbecile, the maimed, and 
other useless members of society’. Too broad a concern for their welfare would ultimately 
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weaken the group, rather than strengthen it” (17). This is what is called social Darwinism 
and which ultimately results in a separation between “human ethics and evolutionary ethics” 
(Schwartz 17). In Schwartz’s words: 
A gap therefore develops between cultural evolution, which is evaluated 
according to its moral character, and natural evolution, which is evaluated 
according to its ability to survive and reproduce, using whatever means 
necessary. (17) 
Examples of what Schwartz calls “Darwin’s darkest side” are in abundance in the history of 
humanity, which also shows in survival-themed literature as well as other in cultural texts 
(17). 
In current (popular) culture, survival appears to have multiple manifestations 
ranging from advice literature to popular fiction. To begin with, the self-help sections in 
bookstores and libraries display assortments of survival manuals that provide guidance for 
both potential and unlikely scenarios. The array of self-help and the spectrum of its 
readership seem to be wide, as pointed out by Micki McGee: 
Advice books—specifically self-improvement books, not simply the 
traditional didactic youth literature with life lessons or moral 
imperatives—are now available for every age group from early readers to 
the aged. Self-improvement books are available to cover any and all issues, 
with titles specialized to address every market segment. (12) 
McGee suggests the popularity of self-help has been caused by the disintegration of what 
people have seen as secure institutions in their lives, for example, having a standard job and 
a family (12). Furthermore, according to McGee, “[t]he less predictable and controllable the 
life course has become, the more individuals have been urged to chart their own courses, to 
“master” their destinies, and to make themselves over” (12). In other words, it could be 
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argued that individuals seek a way to their own personal survival in the self-help section. 
Those who are perhaps going through their own “worst-case-scenarios”, seem to not only 
use these life management manuals to embetter themselves but to seek a way out from 
various troublesome situations. In other words, it could be suggested people seek survival 
from their own personal dystopias with the help of these manuals. McGee, however, points 
out that self-help is not a uniform genre but has since the 1970s developed, for example, into 
a direction of “stark survivalism” (50). According the McGee, “[w]hile survivalism, in the 
form of social Darwinism, had long justified an American belief in the merits of 
entrepreneurial competition, bold proposals that one ought to ‘look out for # 1’ or ‘win 
through intimidation’ marked a new ruthlessness in the self-help landscape” (50). This 
illustrates the emergence a general ethos of the survival of the fittest in the general social 
arena. In the rhetorics of such ‘stark survivalism’ the world is seen a battlefield or as a contest 
where there is a “clear delineation of winners and losers” (McGee 53). As stressed by McGee, 
“ Characterizing oneself as a victim—or, worse still, falling into the role of victim—is 
anathema” (53). This notion shows that Darwinist influence is evident and even enforced by 
such self-help discourse.  
 This live-and-let-die mentality illustrates that end of the continuum in which 
survival is seen as a battle for life or death, one that, interestingly enough, is constantly 
enacted in popular culture medias. This is shown by, for instance, reality television shows 
Survivor and the Bear Grylls franchise which display survival for the entertainment for 
viewers at home. According to Barbara Ann Schapiro, a show such as Survivor demonstrates 
the dialectic between self-assertive individuality and the human need to fit in. Schapiro 
points out that while “[t]he show highlights the humiliation of being excluded and rejected 
by others and of being a social outcast, [...] it also exposes conflicting attitudes toward 
aggressive individualism and cut-throat competitiveness” (4). Doing this, the Survivor 
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“plays on the fears and fantasies associated with both sides of the dialectic” (Schapiro 4).  In 
addition to reality television, survival horror video games demonstrate how survival is 
enacted for pleasure. According to Bernard Perron, survival horror games tend to be alike in 
formula: “[a]t the plot level, the hero/heroine investigates a hostile environment where 
he/she will be trapped (a building or a town) in order either to uncover the causes of strange 
and horrible events [...] or to find and rescue a loved one from an evil force (n.p.). In the 
course of the game the player “has to face numerous impure, disgusting, creepy and 
threatening monsters (zombies, demons, mutated beasts, abnormal creatures, spirits, 
vampires, etc.)” (Perron n.p.). These creatures are to both cause fear and to keep the player 
from surviving.  
 Indeed, according to Perron, the “dominant element of horror” comes from the 
conflict of the protagonist, the “avatar” and the monsters. This element of horror can be seen 
to correspond with the will to survive to be experienced by the player, but also by the viewer 
of a horror film: “both are always aware that they themselves are not the victim of the 
monster’s assault and that it is someone else doing the suffering” (Perron n.p.; original 
emphasis). Thus, although such games or films aim to cause fear, neither the player nor the 
viewer fears for their own survival but for the one of the avatar or character (Perron n.p.). 
Nonetheless, it should be noted that since the experience of a gamer is more hands-on, they 
can be seen to experience struggle for survival differently. According to Torben Grodal, the 
emotional response of the player is “personalized” (150). While the film viewer is not able 
to develop coping strategies on behalf of the protagonist, and can only follow the 
confrontation of a character and a villain,  
the player’s evaluation of his own coping potential that determines 
whether the confrontation with a monster will be experienced as fear (if 
the evaluation of his coping potential is moderate), despair (if he feels that 
  
62 
he has no coping potentials), or triumphant aggression (if he feels that he 
is amply equipped for the challenge). (Grodal 150) 
 Interestingly, not only can this type of survival fantasy be experienced in video 
games but also in live-action games which enable players to experience similar escape 
scenarios in real-life settings. Such live-action escape rooms have been set up all over the 
world, for example, “Escape the Room” NYC in New York City, “Rush Hour” in Kuala 
Lumpur, and “Room Escape” in Helsinki. While they all vary in scenario and setting—the 
games in Helsinki and New York City focusing mainly on puzzle solving and clue-chasing 
while the one in Kuala Lumpur offers varying horrific background stories such as an escape 
from a slave farm or a morgue—what they all have in common is that they all serve to satisfy 
the need to enact survival in safe surroundings. While it can be agreed that survival horror 
games provide a safe environment to enact and experience survival in ways which are not 
possible or even advisable in ‘real’ life, these games’ representation of survival may appear 
as exaggerated, perhaps even parodic. The monsters in the Gothic milieu in which the player 
in the form of an avatar roams appear almost as a grotesque re-vision of struggle for survival, 
an emphatically exaggerated version of what could be deemed as realist representation of 
survival. 
 
2.3.2. Representations of Survival in Literature and on Film 
 
In contrast to the abovementioned examples, literary manifestations of survival rely on more 
realist depictions ranging from, for instance, memoirs of concentration camp survivors to 
accounts of surviving cancer. Margaret Atwood has offered another view on survival in her 
study in which she examines survival, survivors, and victims in Canadian realist literature. 
As Atwood argues survival to be the central symbol of Canada, much like the Frontier is for 
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the United States, she proposes it also to be a “multifaceted and adaptable idea” (32). While 
suggesting that “[f]or early explorers and settlers, it meant bare survival in the face of 
“hostile” elements and/or natives: carving out a place and a way of keeping alive” (Atwood 
32), she also points out that the term “can also suggest survival of a crisis or disaster, like a 
hurricane or a wreck” (32). The latter one she names “grim survival” and notes that “many 
Canadian poems have this kind of survival as a theme” (32). While Atwood’s idea of survival 
can be read to echo a struggle for existence, she does not relate it only to the locale, the 
environment, or the biological need to survive, but she also puts emphasis on the 
psychological side of survival. She demonstrates that while at first (Canadian) writers had 
focused more on the “external” obstacles, they later moved on to describe the “internal” 
obstacles, “spiritual survival” (33). In her words: “[s]ometimes fear of these obstacles 
becomes itself the obstacle, and a character is paralyzed by terror (either of what he thinks 
is threatening him from the outside, or of the elements in his own nature that threaten him 
from within)” (33; original parentheses). Here Atwood eloquently demonstrates the 
problematic core of the notion of survival: external obstacles or enemies are relatively easy 
to identify, whereas internal struggle for survival is less transparent. For Atwood, whose 
writing involves a strong feminist undercurrent, this seems like a relevant observation. 
Nevertheless, while all of Atwood’s literary production “[illustrates] paths towards survival”, 
Sharon R. Wilson notes that one of Atwood’s more recent works, Oryx and Crake (2003), 
suggests that humankind may not survive and, due to humanity’s immorality, the novel raises 
the question whether its “survival is even merited” (176-77). This implies that survival has 
to be earned. 
In contrast to Atwood and her style of writing, in the works of the Canadian 
author Helen Porter’s works are profoundly realist. According to Danielle Fuller, Porter 
“articulates a familiar experience of geographic and economic marginalisation” as she 
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portrays the lives and everyday survival of Newfoundlanders (123). With her focus on the 
female experience, Fuller argues that “Porter’s work supports the idea that literary stories 
form a crucial aspect of feminist attempts to re-imagine daily life from the standpoints of 
people who are disempowered within contemporary society” (132). Thus, Porter’s portrayal 
of survival is strongly related with the marginalisation and disempowerment of her female 
characters, and their struggle, according to Fuller, appears as resistance against economic 
powers and gendered discourse (122, 128). Furthermore, Fuller refers to Bettina Aptheker, 
according to whom “resistance [has] always been defined in terms of ‘opposition’ and 
‘power’ (Aptheker 170). For Aptheker, “women’s resistance is informed by the logic of 
survival” and that survival itself is about “physical sustenance and emotional connection for 
themselves and their children” (174). Notable is that in Aptheker’s terms, the conventional 
and biologically deemed role of nurturer becomes vital in female survival. Furthermore, she 
suggests that coping can be seen as a for of resistance, as she implies in the following passage: 
“[h]emmed in by patriarchal, racist, and class restrictions, the overwhelming majority of 
ordinary women have made their existence around the cracks and crevices allowed them by 
this multifaceted authority” (174). Here the idea that not all survival is visible or grand 
becomes evident. Fuller emphasizes that the forms of women’s resistance Aptheker proposes 
“are not visible to us if we look only for examples of historical movements and broad social 
changes, if we persist in connecting our ideas about resistance to notions of progress” (124). 
Everyday survival appears thus less transparent and more about coping and resisting, and 
female survival as more in the background than in frontline. Also, it is implied that female 
survival is, one way or another, subjected to patriarchal structures or even male approval. 
This claim is not unheard of. In their discussion of Austen’s later works, Gilbert 




Aware that male superiority is far more than fiction, she always defers to 
the economic, social, and political power of men as she dramatizes how 
and why female survival depends on gaining male approval and protection. 
(154) 
Gilbert and Gubar’s view can be seen to emphasize the social realities behind female survival. 
Although social survival may not correlate straight with bare survival, it should be noted that 
the prospects for women without money, connections or a decent profession, particularly in 
the nineteenth century, might not have been much to speak of. While Austen’s portrayal of 
the social reality of women in her time is depicted with satire, it nevertheless shows how a 
woman’s position and success in life is dictated by her relationships with her protectors. In 
other words, female survival appears to be dependent on the woman’s ability to adapt to her 
society and to charm herself as a good a suitor as possible, because on her own she is at risk 
of being socially stranded, if not even worse. Gilbert and Gubar use Northanger Abbey as a 
case in point: “the girl becomes a daughter to her husband, an older and wiser man who has 
been her teacher and her advisor, whose house can provide her with shelter and sustenance 
and at least derived status, reflected glory” (154). Therefore, like daughters are cared for by 
their fathers, female survival is guaranteed in male protection.  Representations of 
female survival, such as the previously mentioned, can be seen to relate to conventional 
representations of femininity. In such portrayals female characters evoke a sense of 
femininity that is nurturing and emotional, underlining her femaleness and all the cultural 
associations relating to it.  
For these reasons it is noteworthy how much interest the popular horror cinema’s 
representation of femininity and female survival has gained throughout years. Although the 
genre has proved to being able to offer a relatively diverse representation of femininity. 
There have been numerous works in which the horror heroine does not cope in the 
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background or expect male approval or protection—she acts to survive. Yet, intriguingly 
enough, her gender remains closely linked to her survival and the view that female characters 
are generally portrayed as victims is a persistent one. This is asserted by, for example, Clover 
in whose view “[s]ome girls die for the same mistakes. Others, however, and always the 
main ones, die‒‒plot after plot develops the motive‒‒because they are female” (34-35). Yet, 
according to Gloria Cowan and Margaret O’Brien’s study, female characters are equally or 
more likely to survive than male characters, even if they are presented as victims (194). This 
has been also noted by William Schoell according to whom, 
[t]he vast majority of contemporary shockers, whether in the sexist mold 
or not, feature climaxes in which women fight back against their attackers-
—the wandering, humorless psychos who populate these films. They often 
show more courage and levelheadedness than their cringing male 
counterparts. (55) 
In addition to this, emphasizing the change in attitudes against the gender roles in 
representations of survival, he points out that “[s]cenes in which women whimper helplessly 
and do nothing to defend themselves are ridiculed by the audience, who find it hard to believe 
that anyone‒‒male or female‒‒would simply allow someone to kill them with nary a protest” 
(56). This suggests that while there is an expectation that female characters will survive the 
same as male, the female character’s survival appears to be bound to her moral decency. 
 Indeed, according to Cowan and O’Brien, female survival appears not to be 
dependent on male protection or a character’s abilities to defend herself, but on her morality 
and, more notably, if she flaunts her sexuality. This is shown in the following passage: 
On almost every measure on sexual appearance or sexuality, the 
nonsurviving females were more frequently sexual than both the surviving 
females and the nonsurviving males. More important, surviving as a 
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female slasher victim was strongly associated with the relative absence of 
sexual be- havior. (Cowan and O’Brien 194) 
In addition to this, Cowan and O’Brien note that “[t]he female survivors were not only the 
‘good’ girls, but also more androgynous, less inane, and less physically attractive than the 
nonsurviving females” (195). Thus, ‘levelheadedness’, as noted by Schoell, seems to be the 
keyword here. Estella Tincknell refers to Clover’s idea of the Final Girl “whose relative lack 
of excessively female characteristics and virginal asexuality enables her to survive” (250). 
Moreover, according to Clover, a female hero as a character who is “feminine enough to act 
out in a gratifying way, a way unapproved for adult males, [...] but not so feminine as to 
disturb the structures of male competence and sexuality” (51). Furthermore, Tinknell also 
suggests that, for instance, the slasher horror’s way of focusing on the female protagonist, 
“whose studiousness and moral probity seemed to guarantee her survival”, is a crucial 
element to the genre’s impact (250). These examples implicate female sexuality, at least to 
certain extent, to determine the survival of a female character. 
 This has been noted by Andrew Welsh, who, referring to Cowan and O’Brien’s 
study, suggests that “slasher films offer depictions of female victims that are consistent with 
negative gender schemas” (764). He, however, extends his critique beyond just horror 
cinema’s representations as becomes evident in the following passage: “[s]imilar to this 
distinction between the Final Girl and sexual girls in the slasher film, media constructions 
of female victims typically classify women into two broad frameworks based on the extent 
to which they conform to schemas concerning traditional gender roles” (763). 
Communicating stories of victims, media is quick to construct images of ‘good’ and ‘bad’ 
girls: wives, mothers, and “virginal little girls” are assessed as morally superior to those 
females who are more “sexually assertive or promiscuous” (Welsh 763).  This is 
an interesting notion particularly in the sense that Clover’s Final Girl, the epitome of female 
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survival in horror, is an androgynous, asexual character, “boyish, in a word” (Clover 40). 
The Final Girl “who by virtue of her pure and virginal attributes is able to survive and 
conquer the film’s central antagonist”, is claimed to succeed by “adopting stereotypically 
male traits” as well as acquiring a phallic weapon (Welsh 770-71). What further 
problematizes the Final Girl character and female survival in horror films is Jody Keisner’s 
claim that female audience does not identify with the “assertive, victorious Final Girl”, but 
the victims who lose their lives (425). Keisner, who refers to Mulvey’s theory on 
spectatorship and gender, argues that  
the grammar of horror films does not encourage its female viewers to 
transcend genders or to identify with its leading ladies, since the focalizer 
and the dominant ideology of the horror movie is the masculine gaze. It is 
the male viewer who gender-crosses and connects with the Final Girl; thus, 
ultimately experiencing any intended empowerment or sense of retaliatory 
violence, which is further supported when studying the gender-ambiguity 
of the names of Final Girls: Stevie, Marti, Laurie, Terry, Stretch, Will, Joey, 
Max. (425) 
This shows that horror cinema’s representation of female survival appears as more or less 
problematic. While its heroines fight monsters the same as its heroes, these female characters 
are seen to survive mainly because they downplay their femininity, restrain their sexuality, 
and assume a masculine character. This in turn suggests that survival is not possible because 
of the femininity of a character, and in order to survive a female character has to bend her 
gender to become more masculine. In other words, she cannot be emotional, gentle, or 
passive but more assertive, physical, and active. This demonstrates how cultural perceptions 
on gender have a strong affect on the representations of female survival in the horror genre. 
 As has been shown in this section, survival is a multifaceted concept that has 
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numerous manifestations in culture and even in our daily lives. It appears in the news as a 
headline of a train wreck or a natural disaster, it is followed in the form of reality television, 
and enacted in video games. Moreover, it manifests in the daily lives of individuals as penny 
pinching, coping, and resisting. This section has provided examples of Darwin’s theory of 
the survival of the fittest, a struggle for existence presented by self-help literature, and 
enacting struggle in survival horror video games. The literary examples, on the other hand, 
illustrate how survival appears in Canadian literature, in stories of everyday life, and how 
Austen could be seen to have embedded critique of female survival in her works. Lastly, I 
reviewed some of the observations scholars have made on the horror genre and its 
representation of survival and femininity. Although these examples offer different 
viewpoints to the concept, they do, however, each explain survival. For instance, although 
the Darwinist ideas of natural selection and struggle for existence were initially intended as 
biological theories, they can be applied to explaining social survival as well. Darwin can 
also be easily used in popular horror discourse. For instance, what is coined as a zombie 
apocalypse in the popular culture is a struggle for existence between humans and zombies. 
Nevertheless, in terms of femininity and survival, the last part of discussion shows that 
conventional perceptions of gender affects the representations of survival. More often than 
not, survival appears to be presented as something to be earned. In the case of female 
characters, survival seems to be an award for chaste behaviour and denying one’s femininity 





3. Analysis: Final Girls and Female Monsters 
 
In this section I present my analysis on the rewritten representations of femininity and 
survival in the mash-up novels Pride and Prejudice and Zombies, Jane Slayre, and Little 
Vampire Women. As I asserted in the introduction section, my thesis statement is that these 
mash-up novels, or parodic adaptations, rewrite the representations of femininity and 
survival that appear in their source texts, and that this rewriting has the potential to contest 
conventional representations of femininity and female survival. Furthermore, in this process 
of rewriting, the adaptations use parody and pastiche to expose the representations of 
femininity and survival in their source texts. Moreover, the genre topoi of the horror that are 
used in the process of rewriting, provide noticeable parody. Placing, for example, a horror 
topos in the middle of an Austen narrative creates a contrast which has the potential to 
emphasize the difference of representations between the source texts and popular genre 
fictions.  
 The title of this thesis, “Reader, I buried him”, that comes from Erwin’s 
adaptation of Jane Eyre reflects the above-mentioned aspects of this analysis (Erwin 386). 
Here Erwin has turned around the power structure presented in the source text. Instead of 
Jane Eyre stating that she has married Rochester, and thus confessing to having succumbed 
to patriarchal control, Jane Slayre tells how Rochester succumbed to her and let himself to 
be buried alive. The sentence is not only a pun of the famous line, “Reader, I married him”, 
but also a noteworthy example of how the parody of mash-up novels has the potential for 
critical commentary on its source texts’ portrayal of femininity and female survival. 
 The analysis section is divided into two individual discussions, the first dealing 
with femininity and  the second with survival. I will begin with a general analysis of the 
representations of femininity in the mash-up novels and discuss how they appear in contrast 
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to those in their source texts. After this I examine each one of the mash-novels in more depth, 
and all these analyses have a focus of its own. The second part of the discussion, the analysis 
of the representations of survival, follows a similar structure. The purpose of these general 
discussions is to show that there are recurring aspects of representation, which the 
adaptations persist on parodying. Individual analyses, in turn, offer more detailed 
observations. According to my reading, in Pride and Prejudice and Zombies the focus is on 
the parody of the romantic heroine and the image of the genteel femininity of the historical 
romance, but also on the claim that she can only survival under patriarchal protection. In 
contrast, my analysis on Jane Slayre concentrates on female autonomy and a woman’s 
position as her survival in society.  Lastly, Little Vampire Women can be read to juxtapose 





According to my reading, the forms of femininity of the mash-up novels studied in this thesis 
are very much an amalgamation of their source texts’ representations and genre fiction and 
film. Since mash-up novels are adaptations, they obviously have a primary source, whose 
representations they rewrite. Nonetheless, they also draw from contemporary genres and 
popular culture whose gender conceptions may differ from those of the original novels, 
which creates tension between the texts. The source texts can be seen to function as 
foundation of mash-ups, and their conservative or conventional-appearing portrayal of 
female characters as a target for genre parody. Indeed, specifically popular genres, such as 
horror and its subgenres, may provide variation for the portrayal of femininity and thus 
enable a shift from the trite woman-as-victim arrangement to depictions of assertive heroines 
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or female monsters.  
Nevertheless, what should be noted is that the adaptation includes also other 
genre elements not only those mentioned above. In the adaptations studied in this thesis it is 
possible to distinguish elements of, for instance, the kung fu genre, science fiction, and 
references to the “girls with guns” action sub-genre. Moreover, there are numerous minor 
allusions which can be linked to other, more or less specific, literary works or films. If these 
minor genre allusions are taken into consideration, then their representations of femininity 
should also be noted. For example, Pride and Prejudice and Zombies leans strongly towards 
the cinematic kung fu genre, which has traditionally been “rather conservative” and 
represented women in “patterned ways” (Arons 27). According to Wendy Arons, kung fu 
films  
question the compatibility of femininity and violence. Some do this by 
sending mixed messages about the ‘attractiveness’ of the fighting woman, 
framing her as a plain but earnest sidekick in contrast to the male hero’s 
beautiful but helpless love interest. This reduces the threat posed by the 
violent woman by displacing her erotic power onto a more traditionally 
‘feminine’ figure. (28) 
Arons, however, points out that “the woman warrior in the kung fu film is [...] by no means 
a new phenomenon”, and that “the appearance of a woman who can and will use violence is 
already an accepted convention in the genre” (31). Taking this aspect into account, mash-up 
femininity becomes an increasingly multifaceted, multi-genre concept. 
 On a general level there appear to be, at least, two specific aspects of femininity 
that are repeatedly rewritten and treated parodically by the adaptations. These are female 
roles and propriety. Firstly, with female roles I refer not only to gender roles, but also to the 
roles that are assigned to female characters in family and society, all of which have 
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conventionally been deemed natural for females. In the historical context of the eighteenth 
and nineteenth centuries, “the account of women’s nature and role was essentially based on 
seeing them as lacking in male characteristics” (Ingham, The Brontës 52). Such ideas of 
gender characteristics are still prevalent, as is illustrated by Bem’s list of gender attributes. 
While masculine attributes, such as being aggressive, ambitious, athletic, dominant, and 
independent, and those which are seen as feminine, such as being affectionate, 
compassionate, gullible, warm, and yielding, might be cultural stereotypes, these attributes, 
nonetheless, often appear to be accepted as essentials (Bem, “The Measurement of 
Psychological Androgyny” 156). These characteristics had even more power in the times of 
Austen, Brontë, and Alcott than they have today, and as Ingham asserts,  
women’s function was biologically determined and the construction of 
proper femininity was predicated upon an ideal, domesticated middle-class 
wife far less rational than a man but intuitive, emotional, with a natural 
maternal instinct and an equally natural nurturing ability. (The Brontës 50-
1) 
In other words, her roles were dictated by her role in the family: wife, mother, daughter, 
sister. Even if she had acquired a role in society, it was probably largely due to her familial 
status or background, and she was possibly an affluent dowager or a type of matriarch.  
 While I do not claim that the original canonical narratives blindly state, for 
example, that all women are natural born mothers or that independent and unmarried women 
are redundant, they do, however, emerge from a culture with such predominant ideas, and I 
find it plausible that these novels do reflect their context in that way. It is also evident that 
the mash-up novels use this premise in their parody. This can be seen in the way they 
juxtapose the pastiche of their source texts’ styles and the added genre topoi. Pride and 
Prejudice and Zombies, for example, ridicules gender roles and the way in which social class 
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affects them: upper class ladies do not have to sacrifice their feminine status for learning 
self-defence. Caroline Bingley is told to be “quite used to having her lack of combat training 
impugned” (Grahame-Smith 44). Instead of worrying about her safety, her social standing 
allows her to focus on more feminine pursuits such as playing the piano forte, gossiping, and 
making conquests. Interestingly, Miss Bingley seems to have been preserved as a reminder 
of the conventional image of vain and idle femininity, and her haughty comments have been 
rewritten to parody such passive femininity and gender and class segregation as is shown in 
the following passage: 
And, if I may mention so delicate a subject, endeavour to check Miss 
Bennet’s unladylike affinity for guns, and swords, and exercise, and all 
those silly things best left to men or ladies of low breeding. (Grahame-
Smith 42) 
Here, Caroline Bingley appears as remnant of Austen’s narrative, criticizing the rewritten 
Elizabeth and how female characters dare to step out of the mold. This also demonstrates 
how the adaptations provide noteworthy comparisons between femininities and female roles.  
 The previous quote Ingman refers to the “construction of proper femininity” and 
describes a woman of the nineteenth century with terms that are familiar from conventional 
gender rhetoric. Here we see the notion of female propriety at work. As a concept, propriety 
can be understood to entail everything that has been conventionally seen as appropriate or 
inappropriate for a woman. Although this relates closely to female roles, for instance that it 
is ‘appropriate’ for a woman to get married and become a mother, it is more about the general 
correctness of femininity – decorum, chastity, and general decency of lifestyle. To put it 
bluntly, propriety is what separates the good girls from the bad ones. Thus propriety is 
specifically related to ideas of the female body, sexuality, and conventional perceptions on 
moral behaviour. It also carries the notion that if female sexuality, for example, is not 
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controlled, it may have disastrous effects on the family unit and social order. This is shown 
in the figure of the female monster who is free from inhibition and defies the norms of 
organized societies: she is often portrayed as a nymphomaniac or as an otherwise sexually 
deviant creature.  
 The general concern of the female moral can be seen to relate to the reality of 
class society and its unprivileged women. For instance, in the time of the Brontë sisters, poor 
wages drove some working class women to prostitution to supplement their earnings 
(Ingham, The Brontës 55). Although these women were mainly “the unskilled daughters of 
the unskilled classes”, this together with patriarchal double standards of the time could be 
seen to have resulted in establishing the image of chaste and virtuous femininity. According 
to Ingham, 
[t]his reinforced the idea that working-class women tended to depravity: 
one common stereotype was that of the girl who had allowed herself to be 
seduced, was then degraded, and pursued a career selling herself. This 
facilitated the equation of the compromised middle-class woman with 
‘fallen’ women generally. (The Brontës 55)  
Here Ingham points to the common fear that a step away from propriety leads into a 
reputation, an aspect which is evident in all of the source texts. In Pride and Prejudice Mary 
Bennet contemplates on the “useful lesson” that she sees as the outcome of the scandal which 
their sister Lydia has caused:  
virtue in a female is irretrievable; that one false step involves her in endless 
ruin; that her reputation is no less brittle than it is beautiful; and that she 
cannot be too much guarded in her behaviour towards the undeserving of 
the other sex. (277-78) 
Moreover, in his letter to Mr. Bennet, Mr. Collins states that in comparison to Lydia’s 
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escapades, “[t]he death of your daughter would have been a blessing” (285). Although for 
the most part the adaptations maintain the source texts’ views on such propriety, attitudes 
like these are heavily parodied in the adaptations, both with an apparent humorous intention, 
but also with a critical potential. In Jane Eyre, the protagonist flees to exile rather than 
risking bigamy or becoming a mistress of her married employer. However, when she returns 
to Rochester, it happens on Jane’s terms as, in the vein of Clover’s Final Girl, she is the only 
one who can heal his illness and save his life. In contrast, Little Women portrays the guilt-
ridden Meg, after being caught acting decadently at a party by the boy next door. Nonetheless, 
these parts of the narrative which demonstrate the importance of morals can be seen to be 
subverted by the passages which depict the March girls being taken over by their vampire 
instincts. 
 To sum up, in their representations of femininity mash-up narratives mediate 
between their source texts and genre topoi taken from popular fiction and film. The 
adaptations imitate their sources, their style in particular, to evoke ideas of genteel femininity 
and a refined society. These images are then broken by the implementation genre topoi which 
cause a parodic shift in meaning. According to my reading, all three adaptations aim their 
parody on female roles and the notion of respectability, both of which are formed on 
conventional perceptions on femininity. While female characters have conventionally 
appeared as dependents, as wives, mothers, and daughters whose place is at home rather that 
in the societies, the adaptations present their main characters in unwomanly professions or 
engaging in pastimes which are anything but ladylike: Elizabeth is a fighter skilled in kung 
fu, Jane is a vampire slayer, and Jo March a vampire fighter who protects her own from 
slayers. In addition to this each protagonist is emphasized to resist a conventional feminine 
ideal: Jo is a stubborn tomboy with a colt-like appearance, Jane is plain and studious, and 
Elizabeth is rewritten into a quick-tempered and androgynous type. The female characters 
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of these adaptations are far from the demure darlings in the drawing room: they appear as 
active, assertive, and physical. These rewritten heroines appear almost as a mash-up of 
gender.  
 
3.1.1. Pride and Prejudice and Zombies 
 
According to my reading of Pride and Prejudice and Zombies, the adaptation aims its parody 
not only at Austen’s Pride and Prejudice but also the typical representations of femininity 
in the (historical) romantic novel and film. Indeed, such nostalgic representations of 
decorous femininity are in abundance in both fiction and film and, for instance, the numerous 
film adaptations of Austen’s works can be asserted to had an indelible effect on the 
expectations of readers/viewers. It is evident that Pride and Prejudice and Zombies writes 
against these expectations. This I argue to be apparent specifically in how the mash-up novel 
rewrites its source text’s female characters. In my fanalysis of the characters Elizabeth 
Bennet, Charlotte Lucas, and Lady Catherine De Bourgh I will analyse the ways in which 
the adaptation strips the narrative from the taken-for-granted representations of femininity. 
This means that the heroines of romantic narratives are often perceived in a certain way, as 
is well known from Pride and Prejudice, and the adaptation can be argued to write against 
these conventional perceptions.  With this I mean that there seems to be fixed perceptions of 
the novel’s female characters: Elizabeth is witty, Jane is gentle, Lydia is careless, and Mrs. 
Bennet is nervous. These can also be suggested to appear generally as stock characteristics 
of the female characters of romantic fiction and film. While the mash-up novel’s parody can 
be agreed to be mostly for humorous purposes, it has potential for further critical discussion 
on the ways in which femininity is conventionally presented and perceived. 
 To begin with, the heroine of romantic fiction, as was suggested in the theoretical 
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discussion, appears as a conventionally feminine character in a conservative genre. 
According to Radway’s study on romantic fiction, readers assume the heroine to be, for 
instance, virginal over (sexually) experienced, fear men over desiring them, desire love over 
wealth and positions, and be nurturant over demanding (132). However, although readers 
expect the heroine to be beautiful rather than plain, they also assume her to be independent 
and intelligent  (Radway 132). In contrast, female foils are expected to be beautiful, vain, 
and sexually experienced, and to desire wealth and positions (Radway 132). The adaptation 
offers a comparison between opposing femininities. Firstly, there is aconventional and 
passive femininity which is represented by, for instance, Miss Bingley and, to some extent, 
Jane and Charlotte. This is juxtaposed with an active and physical femininity portrayed by 
the rewritten Elizabeth and the key antagonist, Lady Catherine. The adaptation tends to 
parody the first-mentioned form, probably because of its norm-like status in romantic fiction, 
as it makes the latter one the more preferable alternative. Furthermore, it is implied that such 
passive, emotional femininity is a relic of the past, and that the active femininity with its less 
rigid gender roles provides a new, more pragmatic alternative in the new context of the 
zombie apocalypse.   
 Pride and Prejudice and Zombies portrays a female protagonist who has been 
shaped by East Asian warrior training to the extent that she has troubles adapting to the 
decorum of the English countryside society. She is daring and strong in both body and mind 
and, as suggested, pushes the boundaries of conventional gender characterizations. For 
instance, for her taking “refreshing” walks around the salon with another lady seems 
pointless: “Elizabeth needed no such refreshment – she had once been ordered to maintain a 
handstand for six days in the blistering Beijing sun” (Grahame-Smith 45). Furthermore, she 
wants to demonstrate that her skills and strength are equal to men’s, and when in a battle she 
attacks her enemy “with all the grace of Aphrodite, and all the ruthlessness of Herod” 
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(Grahame-Smith 117).  
 As a romantic heroine, Austen’s Elizabeth could be described, in Radway’s terms, 
as “spunky and independent” (125). In the rewritten Elizabeth these qualities could be 
suggested to show as certain toughness and an underlined need to demonstrate that she is as 
good as, or even better than men. This can be read in the physical demonstrations of power 
evident in the narrative. For example, when she visits Rosings, she demonstrates her strength 
by standing on her fingers. When she notices Mr. Darcy’s stare, she reacts by saying: 
“You mean to frighten me, Mr. Darcy, by coming in all this state to see me? 
I will not be alarmed. There is stubbornness about me that never can bear 
to be frightened at the will of others. My courage always rises at every 
attempt to intimidate me.” To emphasise this point, she lifted her palm so 
that only one fingertip remained connected to the floor. (Grahame-Smith 
136) 
This passage, as well as others that show the rewritten heroine demonstrating her powers, 
denotes a shift in the representation of the female. Rather than nurturing, warm, and gentle, 
Elizabeth is quick-tempered, forceful, and strategic, specifically in the way a warrior is.  
 The adaptation also offers parodic commentary on beauty standards and their 
effect on the representation of ideal femininity. The description of Elizabeth’s appearance 
has switched from the female beauty standards of Austen’s time to a portrait of an athletic 
woman recalling the standards of our time. Even Caroline Bingley’s exclamation of 
Elizabeth being “brown” (Grahame-Smith 217) after winter, supports the idea of modern 
beauty standards being applied in the narrative: “[h]er midriff is too firm; her arms too free 
of loose flesh; and her legs too long and flexible” (Grahame-Smith 217). 
 It may be suggested that Elizabeth is an androgynous character at odds with her 
own femininity. While she has been trained to control her mind and body, she is unable to 
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restrain her heart. This is illustrated when she begins to realise her mixed feelings for Darcy. 
On the one hand she is offended by his pompous attitude and demands vengeance to make 
it right, on the other she is merely a woman falling in love. Here the contrast between the 
conventional romantic heroine and the female warrior begins to manifest. To quote the 
adaptation, 
[Elizabeth] grew absolutely ashamed of herself. Of neither Darcy nor 
Wickham could she think without feeling she had been blind, partial, 
prejudiced, absurd. Had she her dagger, Elizabeth would have dropped to 
her knees and administered the seven cuts of dishonor without a moment’s 
hesitation. (Grahame-Smith 165) 
 The contradiction of Elizabeth’s character can be seen to coincide with Radway’s 
suggestion of the narrative structure of the ideal romance which begins with the “heroine’s 
social identity being destroyed” (134). At first the heroine “acts antagonistically to an 
aristocratic male”, who then “responds ambiguously to the heroine” (Radway 134). The 
heroine may also “respond to the hero’s behaviour with anger and coldness” which the hero 
“retaliates by punishing the heroine” (Radway 134). Lastly, after the hero has either proposed 
marriage or otherwise declared his love for her, the “heroine responds sexually and 
emotionally”, and has her identity restored (Radway 134). Elizabeth’s identity, while perhaps 
not destroyed, is in a state of flux: she has been trained to be a warrior but the society around 
her expects her to adjust to the feminine norms of society. Darcy’s first proposal of marriage 
and Elizabeth’s furious response can be seen to represent a turning point in the development 
of Elizabeth, as the heroine of a romantic narrative begins to take over her warrior princess 
character. While the result of the scene is not as successful as such scenes usually are in 
formulaic romance narratives, it can be seen to represent the ultimate goal of such a narrative: 
the hero’s declaration of love and the heroine’s chance of surrendering herself to a happy 
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ending. In the scene Elizabeth does not succumb to the charms of her hero, and instead sends 
him flying towards the mantelpiece. She is, however, represented as distraught by the event. 
The following passage shows Elizabeth battling with being a woman, whose journey, in 
contrast to one of a warrior, should end in surrender: 
 The tumult of her mind was now painfully great. She knew not how to 
support herself, and from the feminine weakness which she had so 
struggled to exercise from her nature, sat down and cried for half an hour. 
(Grahame-Smith 153) 
Here the adaptation underlines the contrast between the romantic heroine and the warrior. 
As a warrior Elizabeth assumes a masculine role, but the role is proved to be indeed a mere 
role, not her real identity. It is her “feminine weakness” that is inherent to her. 
 In contrast to the heroine, the female foil of Pride and Prejudice is Lady 
Catherine De Bourgh, a matriarch figure who, because of her status and wealth, claims to 
have the power to dictate the fates of those below her. The adaptation uses the kung-fu genre 
topos of the Dragon Lady to emphasize the arrogance of Lady Catherine. The character who 
is portrayed in the source text as cold and calculating has been rewritten as a woman-as-
monster character whose wealth appears as the cause for her monstrosity. Lady Catherine, 
still lacking empathy, is a ruthless, kimono-wearing head of family who forces Elizabeth to 
face her army of ninjas, hoping that she would be destroyed in the process. Her upper class 
superiority, which in the source text is illustrated by her wealth and belongings, is now 
demonstrated by, for instance, her impressive dojo, a training place for martial arts, as well 
as her preference for Japanese martial arts training over the Chinese: 
The demonstration took place in Lady Catherine’s grand dojo, which she 
had paid to have carried from Kyoto, brick by brick, on the back of 
peasants. The ninjas wore their traditional black clothing, masks, and 
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Tabbi boots; Elizabeth wore her sparring gown, and her trusted Katana 
sword. As Lady Catherine rose to signal the beginning of the match, 
Elizabeth, in a show of defiance, blindfolded herself. ‘My dear girl,’ said 
her ladyship, ‘I suggest you take this contest seriously. My ninjas will 
show you no mercy’. (Grahame-Smith 130) 
 The scene, which clearly alludes to late twentieth-century kung-fu and samurai 
films, also demonstrates the social difference between the two female characters. As the 
Lady’s wealth is associated with her monstrosity, she can afford to challenge Elizabeth into 
the most dangerous of games (Grahame-Smith 129-132). Just as the army of ninjas that do 
not show any mercy, ladyship herself who refuses to be compassionate for others. While this 
is a stock characteristic of an antagonist, in a female monster it emphasizes her monstrosity: 
what else is a female who is unable of nurturing. The scene also parodies conventional 
perceptions of femininity by depicting female characters as being capable of both 
emotionally and physically aggressive behaviour. Moreover, the passage hints to the 
corporeality of femininity: it is Lady Catherine who can pay for others to fight for her. 
Elizabeth, in contrast, has to compromise her femininity to defend herself. If in Austen’s 
original Elizabeth puts her reputation on the line, now it is her body which is at stake.  
 In comparison to the main character Elizabeth or the antagonistic Lady Catherine, 
the character of Charlotte Lucas appears as a natural born loser in terms of looks, wealth, 
status, and personality. She could, in fact, be suggested to be the submissive female character 
loathed by feminist scholars. When she accepts the “meal-ticket marriage” offered by Mr. 
Collins, she not only succumbs to the patriarchal system criticized by Austen, but she also 
becomes the woman who, instead of being a second-class person, becomes a “non-person”  
(Kirkham 54; Ingham 51). Thus it can be argued to be only fitting that she is rewritten a fate 
as a zombie. Further, Charlotte’s slow transformation into a zombie demonstrates a gradual 
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process of de-humanization and de-feminization. Little by little she loses what makes her 
human: her ability to speak, to think, and plan her actions. Similarly, she gradually also loses 
what makes her female and feminine. This is shown in the following passage: 
Elizabeth watched Charlotte bow slightly, and then limp to the furthest 
corner of the room, where she lifted the bottom of her gown and bent her 
knees into a squat. Elizabeth immediately excused herself, rose, and 
(taking care not to draw attention) grabbed Charlotte by the arm and 
escorted her to the toilette, where she watched her stricken friend suffer 
through a quarter-hour of a sickness so severe that decorum prevents its 
description in these pages. (Grahame-Smith 128) 
 As Charlotte becomes a non-person, she simultaneously becomes a non-human. 
The more she transforms into a zombie, the less she is a human, a female, and a specimen of 
socially constructed gender. This is because zombies are in essence genderless. They belong 
neither to the dead nor the living, and they are motivated only by their instinctive need to 
feed. When a transformation into a zombie takes place, a human character loses all of its 
humane qualities, including gender defining characteristics. Although it is possible to 
distinguish a zombie’s sex, the creature has no need for socially constructed gender. 
Charlotte’s zombification, however, can be seen as a way to underscore the artificiality of 
feminine standards. Indeed, as Roth and Shoults suggested, the living in Pride and Prejudice 
and Zombies “continue to find themselves clinging blindly to the patriarchal systems of their 
pre-apocalyptic world” (239). While Charlotte rots away, Mr. Collins nevertheless boasts on 
his marriage, and Lady Catherine reminds all unmarried ladies of the marital bliss that they 
are not to have as long as she lives. 
 To conclude, while Grahame-Smith’s adaptation has Austen’s Pride and 
Prejudice as its source text, its parody can be argued to be aimed more at the typical 
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representation of femininity in (historical) romantic fiction and film, rather than just the 
novel itself. This can be seen in the way in which the mash-up novel makes use of various 
genre topoi, such as the female warrior or the action babe, and how these in turn are 
contrasted with a pastiche of Austen’s historical setting. The contradictory femininities are 
represented by Elizabeth Bennet as the heroine, Lady Catherine as the female foil, and 
Charlotte as the much criticized, submissive woman. Although Charlotte’s zombification 
provides the adaptation a potential for criticism of gender, the obvious, parodic contradiction, 
nonetheless, gives in for the conventional portrayal of femininity.  
 Initially Elizabeth is shown to be a rough and tough warrior chick, a complete 
turnover from the blushing Regency dames strolling in meadows, which is how Austen’s 
heroines are often depicted. However, after Darcy’s first proposal, it is as if the rewritten 
Elizabeth begins to retreat back to the role of a conservative romantic heroine. The ending 
of Pride and Prejudice and Zombies places emphasis on the romantic aspect of the narrative. 
It depicts Elizabeth’s identity being restored and denotes on her behalf “total surrender where 
all danger has been expunged, thus permitting [her] to relinquish all self-control” (Radway 
97). This suggests that the heroine who once was a blood-thirsty warrior will be domesticated: 
her femininity can be restored by the hetero-normative marriage and wealth, which allows 
Elizabeth to enjoy training mostly as an enjoyable pastime with her sister Jane at the comfort 
and safety of their personal dojo. 
3.1.2. Jane Slayre 
 
In the following analysis of the mash-up novel Jane Slayre I will focus on the characters of 
Jane and Bertha through the concepts of contemporary theorizations of horror. This is Carol 
Clover’s idea of the Final Girl and Barbara Creed’s notion of monstrous-femininity. In my 
analysis the triangle-like relationship between Jane, Rochester, and Bertha becomes the key 
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element. As suggested by Julia Miele Rodas, Bertha Mason is typically seen in feminist 
discussions as the protagonist’s alter ego (149). Rodas points specifically to Gillbert and 
Gubar “who interpret Bertha as Jane’s ‘avatar’, a ‘specter’ who acts out the heroine’s secret 
fantasies and desires” (149). In contrast to this household view, Rodas suggests that rather 
than understanding Bertha merely as Jane’s dark side, she should be seen as “a more 
pervasive presence within the narrative” (149). In other words, for Rodas, Bertha’s 
monstrosity and madness is reflected also in the character of Rochester. In Rodas’s words: 
although Bertha may certainly be recognized as Jane’s alias, ‘avatar’, or 
‘opposite’ [...], it is also important to realize that the madwoman is 
manifest in outlets other than the heroine, and most significantly, perhaps, 
in the person of her own husband—Edward Fairfax Rochester. (149) 
 In my reading of Jane Slayre and its rewritten female characters, I argue Jane to 
be a Final Girl, whereas Bertha bears a striking resemblance to monstrous-femimine as 
described by Creed. In the narrative the female monster does not threaten the Final Girl, and 
when she does it is only briefly, but she is indeed after the male authority, her husband. 
Rochester, in contrast, functions as Jane’s antagonist. He represents the conventional 
masculine monster that the Final Girl challenges and overcomes. Rochester, however, can 
be seen to be threatened by both Jane and Bertha because as Final Girl and monster 
characters they function outside the conventional realm of femininity. Both the heroine and 
the female monster assume masculine characteristics and defy both patriarchal protection 
and being cast in the role of the passive victim. 
 Reading Jane and Bertha as such unconventional female characters stems from 
the discussion of female autonomy in Jane Eyre and, in particular, the critique of gender 
relations and patriarchal domination. In the social context in which Brontë wrote women’s 
role was “biologically determined” and deemed as the complete opposite of men who were 
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“rational, intelligent, competitive, and adapted to deal with the real world outside the family” 
(Ingham, The Brontës 50-51). Criticism for such misogynistic views can be read in Jane 
Eyre, where Brontë states through the voice of Jane that  
[w]omen are supposed to be very calm generally: but women feel just as 
men feel; they need exercise for their faculties, and a field for their efforts, 
as much as their brothers do; they suffer from too rigid a restraint, too 
absolute a stagnation, precisely as men would suffer; and it is narrow-
minded in their more privileged fellow-creatures to say that they ought to 
confine themselves to making puddings and knitting stockings, to playing 
on the piano and embroidering bags. It is thoughtless to condemn them, or 
laugh at them, if they seek to do more or learn more than custom has 
pronounced necessary for their sex. (Brontë 112) 
It may be claimed that it is precisely this stance that Erwin seeks to employ in Jane Slayre 
and in particular its namesake protagonist.  
 Indeed, Jane’s greatest predicament is her own femininity, or its lack in the 
conventional sense. She is small and plain, and as a orphan she is dependent on the good 
will of others. Nevertheless, what she lacks in physique, she makes up in character and 
determination. The following passage emphasizes the young Jane’s tenacity in her resistance 
of her vampire relatives: 
‘So sweet,’ he said. His fangs pierced my neck, a quick sharp burn, and I 
was sensible of somewhat pungeant suffering. These sensations for the 
time predominated over fear, and I received him in frantic sort. He drank 
until I began to weaken, and I had the vision of standing over him, 
victorious at last. I had no weapon, barely any consciousness, and yet I 
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knew that I could fight. Fight! Something in me screamed. Fight! Live! 
(Erwin 8) 
The adaptation’s portrayal of Jane as engaging in active resistance defies the conventional 
representation of femininity in the vampire genre and the topos of the helpless victim in the 
hands of an aristocratic vampire. She echoes not only the original narrative’s Jane but also 
Dracula’s Mina Harker, and Buffy Summers in Buffy the Vampire Slayer, of which the latter 
one is often described as a Final Girl.  
 As female characters are often cast as victims, the characters who demonstrate 
active heroism may be seen as somehow flawed in their femininity or as markedly feminist. 
Pauline Nestor suggests that feminist readings of Jane Eyre have construed the character of 
Jane as a “fictional ideal and a feminist role model” which may, according to her, explain 
“the continuing importance of the text for women readers” (75). If Brontë’s Jane’s femininity 
is flawed by her plainness, frankness, and demand for equality, characteristics which in the 
novel’s context can be interpreted by modern standards as feminist, Erwin’s Jane is flawed 
by her physicality and her choice of the masculine role of the protector. For this reason, the 
adaptation’s portrayal of Jane as a Gothic action heroine in possession of a phallic weapon, 
a stake, can be claimed to be both parody and support Brontë’s presentation of Jane as an 
autonomous female character who defies conventional gender characterizations. To use 
Clover’s terms, it may be claimed that Jane’s  
gender is compromised from the outset by her masculine interests, her 
inevitable sexual reluctance, her apartness from other girls [...]. [H]er 
unfemininity is signalled by her exercise of the ‘active investigating gaze’ 
normally reserved for males and punished in females when they assume it 
themselves; tentatively at first and then aggressively, the Final girl looks 
for the killer. (Clover 48; original emphasis) 
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 Throughout the adaptation, Jane is indeed looking for the killer. The scene, in 
which Rochester is shown to be posing as a gypsy fortuneteller, depicts the rewritten Jane 
looking out for danger. Suspecting the disguised Rochester to be a monster, she attacks him 
and thereby has to explain herself to him: “‘I am no assassin, sir. There were zombies at 
Lowood. Before that, I lived with vampyres. I have learned a few things—to protect myself.’ 
And others, but I didn’t want to embarrass him by mentioning the few vampyres I’d killed 
to protect him at our first meeting” (Erwin 197). While Jane admits being able to take care 
of herself, she decidedly leaves out the fact that she is also more that able to protect other as 
well. It is implied that Jane does not profess the full extent of her unfeminine skills to save 
his pride. Moreover, as Jane refers to the zombies at her old school and the vampyres she 
lived with, she fails to mention that she not only learned to protect herself against them, but 
that she is also the one who killed those zombies. Later on in the adaptation, Jane also stakes 
Mrs. Reed, the little family she has left. 
 For these reasons, Jane Slayre can be claimed to resemble Clover’s Final Girl, 
“the lone woman who stands at the end of the movie, having seen her friends and family 
killed” (Karras n.p). Erwin’s Jane is always alert and scanning her environment for threats. 
Furthermore, according to Clover, the Final Girl is a character into which “the categories 
masculine and feminine, traditionally embodied in male and female, are collapsed” (61). 
Moreover, Jane’s readiness to confront an enemy demonstrates a form of heroism that is 
usually found in males: she kills her childhood family of the Reeds, beheads her zombified 
school friends, and, although only momentarily, buries the infected Rochester to cure him.  
 In addition to reading Jane as a Final Girl, it is possible to view Bertha, in terms 
of Creed, as the “monstrous-feminine”, a werewolf, another subversive female figure. The 
rewriting of Bertha as a werewolf provides a new dimension for interpreting Brontë’s 
Bertha’s madness: like the menstrual cycle, the transformation into werewolf too has a cycle, 
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taking place once a month. This allows the interpretation that Bertha’s madness is closely 
related to her femininity; the menstrual cycle, the blood-lust of the monster, and the madness 
of the woman can be seen to be interrelated.  
 Nevertheless, the portrayal of Bertha in Jane Eyre, although colonial and biased 
as indicated by Jean Rhys’s rewriting of her in Wide Sargasso Sea, not only provides a 
suitable subtext for the construction of Bertha as an actual monster but also represents her 
almost as a femme fatale character. Summarizing the narration of the source text, Erwin’s 
Rochester presents Bertha as a beautiful woman who knows how to influence men: 
[...] Miss Mason was the boast of Spanish town for her beauty, and this 
was no lie. At the time, she was a fine woman: tall, dark, and majestic. 
They showed her to me in parties, splendidly dressed. I seldom saw her 
alone and had very little private conversation with her. She flattered me 
and lavishly displayed for my pleasure her charms and accomplishments. 
(Erwin 278) 
Such influence as presented above, however, is soon to be portrayed as sheer nymphomania, 
another trait of the female monster. 
‘Her character ripened and developed with frightful rapidity. Her voices 
sprang up fast and rank.  They were so strong, only cruelty would check 
them, and I would not use cruelty. Bertha Mason, the true daughter of an 
infamous mother, dragged me through all the hideous and degrading 
agonies which must attend a man to bound to a wife at once intemperate 
and unchaste. And worse. One of her lovers had been infected with what 
they called in the West Indies lob hombre. In short, he was a werewolf, 
and when he bit her in their lovemaking, he infected her with the condition 
as well.’ (Erwin 279) 
  
90 
 Bertha is described as beautiful, sexually active, and precarious, like a blend of 
the “woman as a beautiful but deadly killer” as in Basic Instinct and the “woman as a 
possessed body” like in the Exorcist (Creed 1). According to Creed, “[a]s with all other 
stereotypes of the feminine, from virgin to whore, [the monstrous-feminine] is defined in 
terms of her sexuality” (3). Bertha’s perceived monstrosity is emphasized in her body, in the 
displays of “her charms”, and her reported promiscuity. When this idea is juxtaposed with 
the values of the Victorian context whrere the source text was conceived, the source of 
Bertha’s monstrosity appears to become evident. To illustrate, if Bertha is viewed according 
to the Victorian model in which “tasteful domesticity becomes the sign for moral excellence” 
(Ingham, Language of Gender and Class 23), she fails miserably. She is neither domestic, 
English, or an angel of the house, nor does she excel morally. When a beautiful and sexually 
active woman defies the traditional female role of a nurturer, she may be seen as evil, as 
monstrous. When this view is compared with today’s values, the adaptation evokes a familiar 
image: Bertha’s activity and infection can be seen as parallel to the modern discourse on 
promiscuity and sexually transmitted illnesses. This is highlighted by today’s discourse on 
such illnesses which still appears to stigmatize particularly female promiscuity (Lichtenstein 
2435), labeling individuals dealing with STI as “’dirty’ or morally lax persons” (Lichtenstein 
2442) as well as promote the “romantic ideal of monogamy and marriage” (Lichtenstein 
2443). In the light of this, the adaptation’s parody of Bertha may be read as forming a bridge 
between the Victorian and today’s values and female otherness which threatens the 
patriarchal status quo. 
 Such status quo can be argued to be represented by Rochester who, unlike most 
characters in the adaptation, has undergone little to none rewriting. The character remains 
almost a remnant of Brontë’s narrative, a relic of an oppressive social system and an epitome 
of the double standard between the sexes. Valerie Beattie notes that in Jane Eyre “both 
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women contest the subjected positions into which they have been forced through the 
restrictions of gender, class, and race norms”(500). In this sense they also challenge him as 
the poster boy of such restrictions. Therefore it can be argued that in the adaptation, 
Rochester functions as an antagonist against both Bertha and Jane. He is hostile to Jane 
because she searches for home and companionship, but he has only confinement and 
oppression to offer. His first wife is a prime example of this, because through marriage he 
has deprived her from her freedom, making him thus also her enemy. The source text also 
provides the adaptation with the subtext of Rochester’s monstrosity. Rodas points to 
numerous passages in Jane Eyre where the character is described as ugly or ghoulish (150). 
In addition to this, he is seen to reflect his mad wife’s fury, violence, and ravenous sexual 
appetite (Rodas 150-51). Rochester’s role as an antagonist becomes increasingly evident as 
he assumes the role of a zombie. This idea will be elaborated more in the analysis section of 
survival. 
 In conclusion, Jane Slayre’s rewriting can be argued appear as emphasizing 
Brontë’s protofeminist views. Both Jane and Bertha contradict with conventional 
expectations of femininity and act as a rebellious counterforce against Rochester, who 
personifies the social oppression of women. As Gérard Lenne’s biased remark on the woman 
in horror films suggests, she is “[p]erfect as a tearful victim, what she does best is to faint in 
the arms of a gorilla, or a mummy, or a werewolf, or a Frankensteinian creature” (qtd. in 
Creed 4). Evidently, this does not apply to the female characters of Jane Slayre. While Jane 
is the heroine who makes traditional heroes redundant, Bertha is the female antagonist who 
retaliates for her mistreatment. In Jane’s acts of violence, including her staking the vampires 
and beheading the zombies, she offers redemption for the damned, whereas Bertha seeks 
personal revenge. Both female characters defy being cast as marginal or as victims, and the 
view according to which “woman exists in the horror film primarily as a victim” (Creed 4) 
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is strongly objected. Jane Slayre depicts the breaking down of conventional gender roles by 
employing a Final Girl type of character as the protagonist and displaying Bertha as a female 
monster who gets her retaliation in her final battle with her enslaver.  
 
3.1.3. Little Vampire Women 
 
My analysis on the rewritten femininity in Messina’s Little Vampire Women focuses on the 
apparent tension between Little Women’s representation of a principled womanhood and the 
vampire genre. To begin with, Little Women, although not didactic literature per se, has a 
certain moral tone which affects its portrayal of femininity. Here the notion of moral denotes 
a general positive, do-good attitude towards life which regards both sexes. According to 
Roberta S. Trites, “Alcott expects both sexes to be respected for the functions that they 
[perform] in their culture, and she implies that greatness lies in engaging one’s genius, 
regardless on gender” (50). Therefore, the novel’s female characters can be seen to represent 
a femininity to which the young readership should aspire. It is evident how the vampire trope 
provides the adaptation with a contrast that can be read not only as humorous but with a 
supplementary critical aspect. 
 It can be agreed that since Little Women is adolescent literature, suitable reading 
aimed specifically for young girls, it is bound to have an educational aspect to it. Ellen Butler 
Donovan, however, points out that that the novel was written in opposition to the didacticism 
of other children’s literature of the day and that its characters “are not examples of ideal or 
wrong behavior” (143).  As Donovan puts it, 
[f]rom the very beginning of the novel, Alcott contrasts the March children 
with the ideal her readers might expect: in the first chapter of the book the 
girls complain that their work is distasteful and trying. They all long to 
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have the money to do the things they desire: Meg wants to be fashionable, 
Jo wants to write, Amy wants to draw, and Beth wants to play piano. 
Instead of thankfully accepting the position in society that has been 
ordained for them (as good girls should), the girls chafe at their station in 
life. (145) 
Indeed, the characters are portrayed realistically, each having their own personal interests 
and humane flaws to which readers can relate: “Meg longs to be fashionable and to make a 
good impression on the class in society to which she aspires. Jo is short tempered and boyish. 
Amy is vain and conceited. Beth is bashful” (Donovan 145). 
Nevertheless, although not didactic per se, it may be suggested that in these 
character descriptions lies the moral of the narrative, a princeple according to which 
womanhood is built. Little Women can be seen to promote an image of dutiful femininity 
which leads to marriage and motherhood. Here work and prudence rise above anything else. 
This is shown in Marmee’s teachings to her daughters: 
[...] that while we wait we may all work, so that these hard days need not 
be wasted. I know they will remember all I said to them, that they will be 
loving children to you, will do their duty faithfully, fight their bosom 
enemies bravely, and conquer themselves so beautifully that when I come 
back to them I may be fonder and prouder than ever of my little women. 
[...] We all will,” cried Meg. “I think too much of my looks and hate to 
work, but won’t any more, if I can help it. (Alcott 17) 
In Meg’s exclamation it is possible to read the binary attitudes towards femininity: girls are 
expected to grow up as dutiful, obedient, economical, prudent, and genuine women. In 
contrast, the March girls’ faults, their “bosom enemies”, illustrate the evils which a girl 
should avoid: longing for fashion and fame, boyishness, irritability, pride, and shyness.   
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Angela M. Estes and Kathleen Margaret Lant suggest that although Little Women 
is often read as “a ‘feminine’ novel of domestic education” it has in fact a subtext familiar 
from Alcott’s explicit sensation stories (567). They explain: 
In Alcott’s most famous novel for children [...] woman’s development 
toward membership in the acceptable female sphere is rendered in a 
surface narrative; [...] Thus in Little Women, Alcott, employing both a 
surface narrative and a subtext to disclose an extended vision of feminine 
conflict, presents a vision of female experience at once innocuous and 
deadly. (Estes and Lant 567) 
The horror described is reportedly evident in the development of the character Jo and how 
she “begins as an unruly, self-assertive girl and gradually learns to become a proper ‘little 
woman” (Estes and Lant 568). This supports their idea that Little Women, although 
presenting varying types of femininities, ultimately promotes only one: 
While in the surface narrative Jo seems to learn the lessons of little 
womanhood, the subtext of the novel reveals Alcott’s Procrustean intent: 
Jo may begin life as a young ‘madwoman in the attic,’ but Alcott kills of 
this madwoman, leaving only the ‘angel in the house.’ (582) 
Thus the tension that comes out of the juxtaposition of the dutiful little March 
women, fighting their bosom enemies, and the vampire genre, particularly the image of 
ravenous female vampire, calls for further examination. The harmless-seeming surface 
narrative portraying four girls’ growth into womanhood, and the subtext which illustrates a 
darker dimension of this growth story, may be claimed to attract the addition of such 
subversive monster as the vampire. Such a strategy has been pointed at by Gina Wisker: 
When women must appear pure and virtuous angels in the home to 
underwrite the power of the Victorian patriarch, liable himself to slum it 
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among darker street and ladies of more dubious morality, the vampire turns 
up and turns the angel into a voluptuous, voracious, immoral seductress. 
(Wisker 225) 
Although the adaptation’s little vampire women are not exactly voluptuous seductresses, 
Wisker makes a valid point. Vampirism tends to function as a liberator, freeing female 
characters from both their personal inhibitions and the restrictions of society. Such freedom, 
however, is often portrayed as excess freedom in which a creature cannot rationally control 
oneself but is driven to a kind of madness, a life dictated by urges, which eventually leads to 
the vampire’s end. As Wisker puts it, 
[i]n conventional fictions, women vampires connote unlicensed sexuality 
and excess, and as such, in conventional times, their invocation of both 
desire and terror leads to a stake in the heart - death as exorcism of all they 
represent. (224) 
Conversely, the adaptation presents the humanitarian lifestyle the vampire family leads as a 
form of exorcism: a good, moral life practicing vigorous self-discipline is seen better than 
life of unlimited freedom, rushing from one victim to the next. This could be read as criticism 
of promiscuity. 
Furthermore, according to Creed, the female vampire, who is “frequently 
represented as a lesbian”, “disrupts identity and order; driven by her lust for blood, she does 
not respect the dictates of the law which set down rules of proper sexual conduct” (59, 61). 
Therefore, the female vampire, a creature of darkness, insatiable hunger, and powerful 
sexuality, can be claimed to be the binary opposite of Little Women and its moral lesson, 
attracting a tension-revealing comparison between the two. After all, Little Women focuses 
largely on the discussion of what is good, proper, or moral, and the female vampire can be 
argued to be a character who resists such attributes: 
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The female vampire’s world signifies darkness, the undead, moon, the 
tomb/womb, blood, oral sadism, bodily wounds and violation of the law. 
The world of the living, frequently represented by a patriarchal figure [...] 
versed in vampire lore, signifies light, life, the sun, destruction of the tomb, 
blood taboos, the stake/phallus, the unviolated body, and enforcement of 
the law. (Wisker 225) 
It may be suggested that Little Vampire Women employs the topos of the vampire 
with a soul to emphasize the discourse of morality of its source text and to problematize the 
monstrosity of the female vampire. When the narrative states early in the first chapter that 
Marmee is concerned with the preservation of the souls of her daughters “for it had not been 
that many years past since vampires were thought to have no soul at all” (Messina 15), it not 
only ties the narrative to Little Women’s moral femininity but also problematizes the 
conventional portrayal of the female vampire. If the fight against bosom enemies can be 
taken to mean the fight against their ravenous vampire nature, it can also be read as the 
March girls’ need to fight against unsolicited femininity because it is parallel with the 
characteristics of the female vampire. Whereas conventional soulless vampires cannot tell 
when they are doing wrong, vampires with souls can be seen as characters with dual 
identities; they acknowledge their dark side but strive for something better. Both vampirism 
and femininity can be read as equal faults for the adaptation’s March women. When Little 
Women’s Marmee admits that she is “angry nearly every day of [her] life” (Alcott 68), her 
feminine flaw of anger and passion have been parodically rewritten as hunger and rage: 
Every day I wake up with an almost unbearable desire to feed on humans, 
to crush their soft, pulsing throat between my teeth, and to slake my hunger 
with their blood so that they would never look at me again with those poor, 
pathetic eyes, so full of desperation and fear. When I feel the hunger means 
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to break out against my will, I just go away for a minute, and give myself 
a little shake for being so weak and wicked. (Messina 77) 
Thus, abstinence from consuming blood can be read as abstinence from sex and 
other elements that threaten heteronormative, virtuous femininity. The topos of the vampire 
with a soul is not a rare character type in current popular vampire fiction, examples of it 
being depicted for instance in the Twilight novels and films, and the television series True 
Blood. According to Ashley Donnelly, such characters  
deny their most basic nature, shunning the human blood that traditionally 
keeps them and their vampire kin alive and at their most powerful. Their 
reasons vary from one another’s, but the basic claim overall seems to be 
that their blood abstinence is an attempt to live a redemptive, morally 
upright existence — one that will enable them to live peacefully among 
humans. (180) 
 Focusing on Twilight, Donnelly suggests that “saga is heaving with unsatisfied desire, both 
for blood and for sexual release” (181). Furthermore, Donnelly argues that “while many read 
the abstinence in the series as a guide to Christian morality for horny teenagers, there are 
arguably other latent messages associated with this emphasis on denial” (181). Other 
messages hidden in the Twilight narrative include such as “heteronormative, patriarchal 
worldview” and “clearly defined gender roles” (Donnelly 185). In addition to this, Meyer 
“consistently emphasizes the need to suppress the wildness of femininity” (Donnelly 185) 
which hints at the possible connections between femininity and its potential monstrosity. 
While Little Vampire Women plays with the idea of the ravenous vampire within, 
occasionally letting it to out, these outbursts have to be justifiable, for example, in order to 
mate. Such an instance is visioned when Laurie’s tutor is revealed as a vampire slayer, and 
Meg attacks him in a moment of rage:   
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[Brooke’s] speech cut off suddenly as Meg dived for his throat, her fangs 
driving into his flesh as if trying to tear out his very soul. [...] Their kind, 
wonderful, oh-so-very-good mother understood her daughter’s intent 
before the girl herself even understood it, and she had no desire to interfere 
with the natural order of things. (Messina 198) 
This transformation, however, is done almost as a crime of passion, as revenge for his plans 
to slay the March family: “[Meg] saw the fear in Brooke’s eyes as he, like so many weak 
humans before him, drank the blood of a vampire to survive” (Messina 199). Otherwise, the 
monstrous-feminine has to remain controlled, similar to the March girls’ personal little 
quirks, which might prevent their development into appropriate femininity. While vampire 
Marmee’s talk with her girls parodies the original, the monologue nonetheless points at 
pragmatism and monogamy as keys to a successful female destiny: 
I want my daughters to be beautiful, accomplished and good. To be 
admired, loved and respected. To have a happy youth, to be well and 
wisely married, and to lead useful, pleasant lives, with as little care and 
sorrow to try them as God sees fit to send. To love and sire a human man 
is the best and sweetest thing a woman can do, and I sincerely hope my 
girls will know this beautiful experience. (Messina 96) 
Although “Alcott must murder Jo spiritually” (Estes and Lant 569) by taming her as the 
domesticated young lady, a role against which the character rebels most of the narrative, the 
adaptation manages to go beyond the original in this respect. Nevertheless, it should be noted 
that while the adaptation seems to domesticate the monstrous-feminine portrayed by the 
March sisters into a dutiful femininity, with the lust for blood as their only vice, it also 
subverts the source text and its patriarchal ending.  
 In conclusion, the topos of the ravenous female vampire functions as a 
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contrastive force against the moral, altruistic femininity of the source text. It can be argued 
that Alcott’s representation of femininity stems both from her own cultural context as well 
as the genre conventions of adolescent literature. According to Karin Quimby, “narratives 
of childhood often have extreme or didactic endings contrived to impose order on any 
ungovernable fantasies that animate into the middle of the plot” (10). This Quimby claims 
to be evident in “girlhood plots” in which 
[...] such endings almost invariably take the form of marriage or death, and 
thus the narrative frame routes the often contradictory modalities of 
girlhood development into linear sequence by privileging an end that either 
expunges the girl’s “depravity” or ensures that the threat and titillation it 
causes are fully contained in an accepted cultural order. (10) 
Messina’s rewritten femininity, on the other hand, can be argued to uncover such double 
standards of femininity. To be moral is to live a life of restrictions and duties, and ensuring 
that femininity is performed according to the standards of society. The character of Jo and 
the vampire topoi show that femininity is largely a learning curve: accepting and assuming 




My analysis on the rewritten representations of survival is based on my readings of the 
source texts, which I see as portraying female survival. For example, Austen’s novel’s satiric 
discussion on marriage entails a notion of it as the only way for a woman to survive 
respectably. This is shown in Mrs. Bennet’s obsession on finding suitable matches for her 
daughters. In contrast, Jane Eyre can be read to depict survival from the first page to the last: 
she copes with loneliness, death, hunger, resists temptation, and survives to the finish line as 
  
100 
a bona fide Gothic heroine. In turn, Alcott’s March girls struggle with the tumults of 
adolescence and aim to survive into adulthood and its “simple, stable vision of feminine 
completeness” (Hollander 28). These novels’ portrayal of femininity is linked to how they 
depict survival: female characters function in a way that complies with the expectations of 
their social system. Butler sees that “gender is a project which has cultural survival as its 
end” and emphasizes that “those who fail to do their gender right are regularly punished” 
(522). In other words, individuals perform gender according to the standards or conventions 
of their society, and a correct performance of femininity has survival as its outcome. 
However, what happens to survival when these representations of femininity are rewritten? 
How different is the struggle for survival of a swiftly kicking Elizabeth Bennet, a vampire-
staking Jane Slayre, or a monstrous Jo March from that of their original counterparts? What 
does rewriting do to the images of survival? 
 As I presented in the theory section of this thesis, it is possible to view survival 
as a multifaceted concept with, for instance, biological, psychological, and social dimensions. 
Therefore, in the light of the novels studies in this thesis and the ideas presented so far, I 
propose here a threefold scheme for the analysis of survival in mash-up novels. The three 
categories that comprise the proposed scheme are called Survival in Obedience, Survival in 
Society, and Survival in Activism, each of which considers one aspect of the notion of 
survival. The purpose of this scheme is to identify different kinds of survival as well as detect 
those moments where the adaptation more or less purposefully rewrites its source text. 
Although the categories emerge mainly from the material, they have been constructed 
keeping in mind the theoretical discussion of survival. 
Firstly, Survival in Obedience refers to the mental or psychological coping 
mechanism of an individual character or a group. In order to survive a character or a group 
has to follow an authority figure’s rules, whether that is, for instance, a parent, an 
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authoritative relative, a leader of community, or a divinity. Also, following a specific moral 
code set by some authoritative force or acting according to the norms and conventions of a 
community may ensure a character’s survival. This outlook is mirrored, on the one hand, in 
Gilbert and Gubar’s notion of female survival as represented in Austen’s writing and, on the 
other, in Tincknell’s demonstration of the fixation of popular horror on a composed, moral 
woman as worthy of survival. In both cases, to secure her survival, a female character acts 
in the way norms or authorities suggest is best. Nevertheless, it should be noted that a 
character who survives through obedience is not necessarily submissive or passive, as 
Tincknell has demonstrated, but may, for instance, obey a moral code that enables her to 
resist an antagonistic force.  
Secondly, Survival in Society means that a character survives by securing a 
status in their society, for instance, by marrying or inheriting money. It should be noted that 
while Survival in Society can be further divided into two subcategories of social and 
financial survival, such division is not always necessary as the two are fundamentally 
overlapping categories: wealth may ensure social survival but a character may survive 
socially without a vast fortune. It is possible to find themes of social and financial survival 
in each of the source texts studied in this thesis. Each of these nineteenth-century novels 
depicts female struggle in family and within society, and the mash-up novels highlight these 
themes. To survive socially, a female character has to obtain a position which allows her to 
remain as active member of her community, and in which she can exercise power over her 
own matters as well as those of others. Such position is usually obtained through marriage, 
but as Austen and Brontë in particular suggest, marriage is a problematic business. The less 
affluent and modest-looking women are in danger to lose their stakes, end up as spinsters, 
and thus fall outside of society. Afterwards, as shown by Bertha Mason, marriage can result 
in actual incarceration instead of just a metaphorical one. Another way to survive in society 
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is to be wealthy, either born so, or becoming wealthy through marriage or inheritance. A 
character with a secured financial situation is more likely to survive in their society, and 
alive, than a poor or working-class character. Moreover, if a female character has money, 
she is has the means to survive in society without marriage and male protection. This is 
demonstrated in female Gothic texts where such an outcome functions as a happy ending for 
the heroine and her struggle for survival.  
Therefore it can be argued that Survival in Society is essentially about status – 
marital, financial, and social. It is noteworthy that such category of survival can be deemed 
less transparent as the type of bare survival that takes place against the forces of nature or 
against monstrous beings. This is perhaps one of the reasons for the general lack of 
discussion on survival: it appears more as coping or resisting. After all, in social survival no 
lives are threatened with a sudden violent death, and regardless of situation, characters are 
portrayed as capable of moving on despite hardship. Nonetheless, to illustrate the event of 
survival portrayed by the category, it could be suggested that in Survival in Society society 
is the antagonist, the monster that poses a threat to the individual. The threat posed by society 
is comprised of the norms, demands, and standards which control the community and, 
leaving the members of the community struggle for existence against the invisible monster. 
Like the source texts suggest, characters survive by obtaining a socially acceptable status. 
There are, nevertheless, always those who fall outside the social system, those who do not 
have the wealth to secure their place, or for example those who cannot attract the sympathies 
of the opposite sex. 
Thirdly, in Survival in Activism a character, or a community, survives by taking 
active measures against a threat. This can be done by, for instance, employing knowledge, 
physical skills, and weaponry for protection, or relying on science and engineering to create 
protective elements against a threat. Activism can be interpreted as an active resistance of 
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an opponent or enemy, as acts that are motivated by a will or need to survive. Survival in 
Activism is demonstrated particularly in literary adaptations’ genre portions, which depict 
the confrontations between rival powers, for instance, the humans and the zombies. To a 
degree, this outlook on the survival can be seen to echo the notion of survival of the fittest 
as well as the type of survival as portrayed in popular horror genres.  
It can be claimed that Survival in Activism represents the most transparent form 
of survival. This is because the category is connected to the events of survival portrayed in 
the most generic portions of mash-up narratives, most often their action scenes. These scenes 
depict bare survival against antagonistic forces, roughly put a kind of life-or-death-survival. 
They can also be seen to emphasize the ultimate aim of survival: the biological need of a 
species to exist and procreate, and to protect its own. Thus, Survival in Activism relates to 
both individual characters and societies. Both of them work as active agents and attempt to 
improve their conditions, rather than passively accept their fate.  
Furthermore, taking into account the focus on femininity, activism becomes a 
noteworthy notion as it rejects the recurring female role of the passive victim. Instead of the 
female protagonist being the half-helpless sidekick or a mere trophy for the hero, she is 
actively engaged in action to secure her own survival. Indeed, the previously discussed Final 
Girl character type can be claimed to be the epitome of female survival for it discards the 
outdated images of femininity and presents a heroine who is able to withstand the hardship 
and survive it. Kathleen Rowe Karlyn, referring to the feminine binaries represented in 
slasher films, suggests that by eliminating the more submissive female character “the film 
also kills off a certain model of femininity - dumb, passive, dependent, victimized - in order 
to replace it with another that is more knowing, less glamorous, and a lot more capable” 
(105). The one who remains, the Final Girl, “understands the rules but resists them, and in 
the end she usurps the masculine role by unmasking and killing the killer herself” (Karlyn 
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105), thus securing her own survival as well as others’. For Karlyn, Buffy the Vampire Slayer 
is an example of a Final Girl character, “[s]moking cigars and spitting, she rejects codes of 
passive, ladylike femininity” (38). Furthermore, Tincknell sees Buffy as 
empowered to protect not only herself but the whole community, and does 
so through a combination of physical power and special knowledge —it is 
only by using both her intelligence and her martial skills that she can defeat 
her enemies. (250) 
In essence, the proposed threefold scheme intends to acknowledge that survival 
is a multifaceted notion that entails numerous levels from everyday coping to fighting for 
one’s life. Darwin’s idea of struggle for existence brings to light the need to survive which 
is coded in our biology: the individual, the pack, and the living space that is too small for 
two equally powerful rival groups. This is shown in the battle between humans and zombies 
or human and vampires. Similarly, while Atwood points to the notion bare survival, the 
external obstacles which have to be overcome to survive, she also identifies the internal 
obstacles which endanger individuals. Although the idea of psychological or spiritual 
survival is less transparent than the struggle against rival groups or forces of nature, its 
significance for the whole concept of survival is unquestionable. Furthermore, another less 
transparent form of survival, Gilbert and Gubar’s notion of female survival being dependent 
on the approval of the male protector, points to the social realities. of survival. Drawing from 
Austen’s writing, Gilbert and Gubar also suggest that submission is necessary for female 
survival. In the historical context, such a need for submission was written in law, as Sir 
William Blackstone, a legal scholar and a judge, stated in 1760: “the very being or legal 
existence of the woman is suspended during the marriage, or at least is incorporated and 
consolidated into that of the husband: under whose wing, protection, and cover, she performs 
everything” (qtd. in Ingham 51). Thus, when a male character tames a “rebellious and 
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imaginative girl” (Gilbert and Gubar 154) and guides her into matrimony, it can be argued 
to be not only social survival for the woman, but it may also be psychological: knowing that 
she is taken care of, she enters a state of mind that allows her to survive the entrapment of 
domestication. Conversely, the horror heroine resists all entrapment and succeeds in her aims 
to survive. However, her femininity appears similarly problematic as she rejects traits which 
are conventionally deemed feminine, and assumes a masculine identity. This dilemma of 
gender and female survival is evident specifically in the rewritten character of Elizabeth 
Bennet. 
For these reasons, the scheme can be suggested to offer support for the analysis 
of survival in mash-up novels. Furthermore, it helps to uncover the different events of 
survival and distinguish between the various ways in which survival manifests itself in the 
narratives. In addition to these, the scheme may help in revealing the discourse of survival 
that exists between the source text and its adaptation. In other words, the ways these parodic 
adaptations rewrite their source texts themes of survival may also highlight Austen’s, 
Brontë’s, and Alcott’s ideas of survival. For instance, the scenes depicting characters literally 
fighting for their lives can be suggested to reveal that there are also other, less transparent, 
events of survival which the characters have to cope with. 
 
3.2.1 Pride and Prejudice and Zombies 
 
In my analysis of the representations of femininity I argued that Pride and Prejudice and 
Zombies parodies the romantic narratives’ portrayal of femininity. Here, I maintain a similar 
stance and suggest that the adaptation parodies the representation of survival beneath the 
conventional marriage plot in romantic narratives. In the following analysis on the 
representations of survival in Pride and Prejudice and Zombies I aim to show how the 
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adaptation, through the contrast of a romantic story and horror and action genre topoi, both 
emphasizes and parodies subtext of female survival in Pride and Prejudice. In this way, the 
adaptation can be seen to emphasize Survival in Society through the category of Survival in 
Activism. I found my analysis on my reading of the source text and some critical claims that 
address Austen’s embedded criticism of the inequality between the sexes and female 
survival. This will be compared to Regis’s list of the eight essential elements in romance 
novels, in which it is possible to detect a few instances where inequality effect survival 
specifically surface. Simultaneously, I will suggest how the adaptation’s genre topoi 
underline Austen’s subtext of female survival.  
 To begin with, it can be argued that concern for the social survival of women is 
apparent in Austen’s works, including Pride and Prejudice. According to Kirkham, “Austen 
criticises sexist pride and prejudice as embedded in the laws and customs of her age, but she 
was also a critic of the same faults in literature itself” (82). Moreover, Kirkham notes that 
although “Austen’s heroines are not self-conscious feminists, [...] they are all exemplary of 
the first claim of Enlightenment feminism: that women share the same moral nature as men, 
ought to share the same moral status, and exercise the same responsibility for their own 
conduct” (84). Also Judith Lowder Newton recognizes Austen’s disapproval of the customs 
of her society in her novels: her fiction “[provided] an outlet for critical energies she could 
not otherwise express” (28).  
 For Newton, it is specifically the social and economic power of men that is 
evident in Austen’s criticism of inequality. In Newton’s words: 
In Pride and Prejudice [...] the major difference in the lots of women and 
men is that men [...] have an independent access to money that women do 
not. It is the unremarked privilege of men in the novel to have work that 
pays, to rise through preference and education, and to inherit. Women, in 
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contrast, have no access to at all to work that pays and are educated for 
nothing but display. (29) 
Newton finds the female characters’ forced domesticity and dependence on their male 
benefactors problematic: “for most, lacking men’s access to work and inheritance, economic 
survival means marriage” (30). This becomes evident from the onset of Pride and Prejudice 
when the character of Mrs. Bennet is introduced. Whereas the source text can be read to 
parody a bachelor’s “want for a wife”, the adaptation can be argued to parody the concept 
of marriage and female characters’ need for it: “[t]he business of Mr. Bennet’s life was to 
keep his daughters alive. The business of Mrs. Bennet’s was to get them married” (Grahame-
Smith 9). For Mrs. Bennet, getting her daughters married is equal to keeping them alive. In 
this scenario, not even the more affluent female characters are spared. As Newton writes, 
“[m]ost women in the novel must marry and since access to money both shapes and is shaped 
by traditional attitudes toward women and their proper destiny even women with money feel 
pressured to get a man” (Newton 32; original emphasis). This is shown in how neither the 
Bennet sisters nor their upper class rivals, such as Caroline Bingley, can influence their own 
survival. Their only chance to secure their survival in society, and thus survival in total, is 
to find a gentleman who can support them. Thereby, because of such inequality female 
survival is dependent on male approval and protection, which is exactly how Gilbert and 
Gubar see Austen’s depicting female survival in her novels.  
 This, in turn, can be seen to conflict with the general ethos of the romantic 
narrative: the importance of love. The problem of mutual attraction, in Newton’s opinion, 
comes from the imbalance of power in the matchmaking process. While male characters are 
shown to be “conscious of having power to choose and [that] they are fond of dwelling on 
it”, women “do not not dwell on their power to choose” and “seldom give thought to the 
value of one husband over another” (Newton 32-33). What Newton is implying here is that 
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beggars cannot be choosers, which in all its social realism is in stark contrast with the 
conventional marriage plot concerned with the importance of mutual attraction.  
 This contrast between the representations of female survival and the prominence 
of romantic love can be argued to become apparent in Regis’s list of essential elements of 
romance novels. Out of the eight listed, the elements titled “Society defined”, “the Barrier”, 
“the Point of Ritual Death”, and “the Betrothal” can be read to denote events in the course 
of a romantic novel where female survival becomes the most apparent. Firstly, in accordance 
to its title, Society defined refers to the social setting of the story. According to Regis, “[t]he 
society is in some way flawed; it may be incomplete, superannuated, or corrupt. It always 
oppresses the heroine and the hero” (31). Thus, the society itself forms a threat for the 
survival of female characters. Because of its double standards, women bound to domesticity 
and meal-ticket marriages are a mundane affair. Pride and Prejudice and Zombies offers an 
obvious parody on the flawed society created by Austen. At the same time absurd and 
logical, the society expects its members to protect themselves as its armed forces protect the 
country, but it also clings to its patriarchal social order in which women’s modesty is a 
crucial concern. This is a society where young genteel ladies kick, punch, and wield katanas, 
but their ultimate fate, nonetheless, is in the hands of their potential suitor. 
 Secondly, as was noted in the section discussion the romance genre and 
femininity, the Barrier refers to the reasons why the heroine and hero cannot marry. These 
can be, in Regis’s terms, of both external and internal origin. Whereas the internal barriers 
are named in the title of Pride and Prejudice, external barriers include such as geography or 
society and its rules, and coincidence, as in a natural disaster on which the characters have 
not control (Regis 32). Obviously, it is possible to distinguish the “strange plague”, the 
infection has caused the outbreak of zombies, as a natural disaster which functions as one 
major barrier. (Grahame-Smith 8), However, Regis also lists economy as one of the possible 
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barriers. As I have pointed out earlier in this section, this distinction of economic power is 
particularly evident in the female characters’ struggle for social survival. In Pride and 
Prejudice, “[m]oney is a consideration. Darcy’s £10,000 per year is two hundred times 
greater that Elizabeth’s income from the settlement that she could bring to the union–an 
interest of about £50 per year” (33). Thereby, Regis sees finances as a predicament for not 
only Elizabeth but also Darcy, which hints at the problem posed by the difference of social 
class between the two.  
 This aspect, too, is evident in Pride and Prejudice and Zombies as it is in the 
source text. The influence of affluence is shown and parodied in the relationship between 
the female and male characters as well as between the female characters of different social 
classes. On the one hand, the social class and wealth of the female characters denote how 
much they have to, or are able to, invest into the practice of self-defense. Here, also, the 
adaptation can be read to underline the bond between the representations of survival in the 
source text and the portrayal of life-or-death survival. As illustrated in the analysis of 
femininity, because of their wealth, upper class characters such as Miss Bingley or Lady 
Catherine have the choice of whether to acquire self-defense skills or pay others for 
protection. To illustrate, while the dragon lady Catherine has her army of ninjas to cover for 
her, Miss Bingley is told to be completely incompetent to defend herself, and, conversely, 
Darcy’s younger sister, Georgiana is described as “accomplished” in slaying zombies 
(Grahame-Smith 197). For middle class women, self-defense skills can be read to be 
mandatory. Yet, it should be noted that while the likes of Elizabeth and her sisters, and even 
Charlotte Lucas, have the time to study such skills to stay alive, the working class is more 
concerned with their everyday survival, which thereby also risks their survival against the 
zombie threat. The adaptation provides a couple of examples in which Elizabeth and her 
companions find working-class characters who have been attacked by the undead. One of 
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these victims is a young woman who “had delivered lamp oil to Longbourn, and most of the 
estates in Meryton since she was scarcely old enough to talk” (Grahame-Smith 57). Since 
these passages do not appear in the source text, I find it possible to read them as emphasizing 
the connection between female survival and life-or-death survival: wealth, even the slightest, 
enhances one’s chances of survival.  
 On the other hand, the adaptation makes use of the notion of the feisty heroine 
in its rewriting of Elizabeth’s refusal of the meal-ticket marriages offered by Collins and 
Darcy. In his proposal for marriage, Mr. Collins, although acknowledging Elizabeth’s 
“talents in slaying the stricken”, he nonetheless informs Elizabeth that he will “require [her] 
to retire them as part of [her] marital submission” (Grahame-Smith 85). With similar 
assurance, Elizabeth presents her rejection: “You forget, sir, that I am a student of Shaolin! 
Master of the seven-starred fist! I am perfectly serious in my refusal. You could not make 
me happy, and I am convinced that I am the last woman in the world who could make you 
so” (Grahame-Smith 85; original emphasis). In contrast, as has been noted earlier, when 
Elizabeth refuses Darcy’s first proposal, this happens in a fit of rage. Although acceptance 
on either occasion would have meant social survival for Elizabeth, she refuses them because 
the main argument of the proposal is based on female submission and the economic power 
of men. Also, the fact that even the rewritten Elizabeth, who throughout the narrative is told 
to detest feminine weakness and its emotionality, is concerned about the lack of attraction 
can be seen to emphasize the romantic aspect of the source text. 
 In Newton’s view the economic barrier between the heroine and her hero, as well 
as other couples in the source text, has potential for the subversive representation of 
femininity. In Newton’s words: 
If money [...] were really a force in the novel, we might find Elizabeth’s 
heedless, radical, or at best naïve, for insulting a man and rejecting a man 
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with £10,000 a year or for condemning her best friend, a plain and 
portionless twenty-seven-year-old, because she has married a man who 
could at least support her in comfort. (35) 
The way Elizabeth ignores the barrier of economy, although as a female a rich suitor should 
be first on her list of priorities, is for Newton an example of how “Austen [...] [moves] 
against traditional notions of feminine behavior and feminine fate” (35). To quote Newton: 
to allow a nineteenth-century heroine to get away with being critical and 
challenging—especially about male power and female submission—is  
still to rebel, no matter how charmingly that heroine may be represented, 
not matter how safe her rebellion is made appear. (35) 
This rebellion is, as has been suggested, given physical forms by Pride and Prejudice and 
Zombies.  
 Thirdly, together with the Barrier, the Point of Ritual Death functions as another 
major element that demonstrates female survival’s manifestation in the structure of a 
romantic novel. Although it does not penetrate the narrative like the Barrier, this particular 
element refers to the point in narrative when the heroine and hero’s betrothal, and thus the 
heroine’s survival, seems the most unlikely (Regis 35). Moreover, Regis maintains that 
“[t]he heroine is often the target of ritual death, and beneath her very real trials in the 
narrative is the myth of death and rebirth” (35). In other words, the Point of Ritual Death 
appears to function as the moment where the heroine’s survival seems to vanquish only to 
be redeemed later in the narrative. To illustrate, Regis suggests Lydia’s elopement to 
function as a point of social death for Elizabeth: “Lydia’s elopement is spoken of by family 
members in terms that could be used to refer either to a dead sister or to one who is cohabiting 
with a man who is not her husband” (36). Here it is not only Elizabeth’s survival which is at 
risk, but that of her sister Lydia as well. The shame Lydia brings onto her family with her 
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unmaidenly behaviour, is echoed by the adaptation and parodied with the topos of honour, 
familiar from the kung fu genre. For example, the scene depicting Elizabeth learning the 
news of her sister and Wickham, also shows how Darcy becomes aware of the Bennets’ 
misfortune. Here Pride and Prejudice and Zombies resonates its source text: “She saw him 
go with regret; and in this early example of the shame which Lydia’s imminent violation and 
murder must produce, found additional anguish as she reflected on that wretched business” 
(Grahame-Smith 223). This shows how Lydia’s survival becomes analogous to the social 
survival of all her sisters and even that of her parents. Also, instead of speaking about her as 
being metaphorically dead to the family, the narrative gives an implication that one or other 
is contemplating on an honour killing to salvage the family’s reputation. Intentional or not, 
and owing to this resonation with contemporary media stories of actual honour killings, the 
discussion about shame and death has a strong, critically-loaded parodic influence on the 
representation of femininity and female survival in the narrative. 
 In addition to Lydia’s ritual death, the fate of Charlotte Lucas should also be 
taken into consideration. In Charlotte’s case, it is possible to talk about both ritual and actual 
death. Usually romantic novels hold betrothals as well-deserved happy endings for their 
characters, yet this cannot be said about the marriage between Charlotte and Mr. Collins. 
The couple “for whom even the temperate term ‘attraction’ is almost too warm, are drawn 
together because he is an eligible man with connections and economic prospects enough for 
a rapidly aging near spinster” (Regis 34). According to Regis, the Point of Ritual Death can 
be deemed as the point when “[t]he happy ending is most in jeopardy” (35). For Charlotte, 
it is the point when her happy ending is lost forever. Here, as I have already implied in my 
analysis of femininity, Charlotte can be seen to hang on to her last chance to get married and 
thus survive socially. However, in contrast to the source text, the rewritten Charlotte hurries 
into marriage because she has been accidentally bitten by a zombie. Charlotte tells Elizabeth: 
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“I don’t have long, Elizabeth. All I ask is that my final months be happy ones, and that I be 
permitted a husband who will see to my proper Christian burying” (Grahame-Smith 99). 
Here it is possible to read the two texts as parallel in meaning. Newton suggests that “at a 
distance [the Charlotte Lucas episode] might suggest that the economic forces do indeed 
have tragic power over ‘sensible, intelligent’ young women”, but Austen’s irony pulls the 
readers focus elsewhere, away from Charlotte’s plight (34). Yet, the criticism is arguably 
there. Charlotte survives, but at what cost? The adaptation can be read to underline her 
predicament and imply that although she survives socially she pays with her life. 
 The last essential element of a romantic novel that has importance in the analysis 
of the representations of survival is Betrothal, which signifies triumph over all barriers. 
According to Regis, “[t]he heroine’s freedom to accept the hero’s proposal has been granted 
her both by her escape from ritual death (a mythical escape) and by her defeat of the barrier 
(a realistic escape)” (38). To illustrate, the barriers obstructing Elizabeth and Darcy’s union 
are both internal, demonstrated by the prides and prejudices, and external, such as the zombie 
plague, economics, and the scandal brought on by Lydia. One by one, the narrative shows 
solutions to be found. For instance, Lydia’s, and simultaneously the family Bennet’s, 
reputation is restored after Darcy makes a deal with Wickham which includes a promise that 
Wickham’s debts are paid, but in return he marries Lydia, submits to be beaten until he 
becomes an invalid “as punishment for a lifetime of vice and betrayal”, and that afterwards 
he pursues priesthood (Grahame-Smith 260). For the adaption’s Lydia, being married even 
to a bed-wetting handicap is enough to secure her social survival.  
 The internal barriers, in contrast, are parodied in the rewritten Elizabeth. 
Whereas the source text presents them as proudness and prejudices that she has for Darcy, 
and vice versa, the adaptation portrays Elizabeth’s internal barriers to be more about her 
warrior identity which does not allow her to succumb to romantic feelings. As is shown by 
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the following passage, it is her unconventional femininity, her assumed masculine role, 
which appears to be her biggest internal barrier:  
She respected, she esteemed, she was grateful to him, she felt a real interest 
in his welfare; where she had been taught to ignore all feeling, all 
excitement—she now found herself with an excess of both. How strange! 
For the more she dwelled on the subject, the more powerful she felt; not 
for her mastery of the deadly arts, but for her power over the heart of 
another. What a power it was! But how to wield it? Of all the weapons she 
had commanded, Elizabeth knew the least of love; and of all the weapons 
in the world, love was the most dangerous. (213) 
The passage illustrates the contradiction of the femininities and survival of a romantic 
novel’s heroine and the fearless warrior of horror or action genres. For Elizabeth to succumb 
to her feelings means that she also submits to Darcy’s economic and social power, and to 
the general ethos of her society, which will secure her survival. If she remains a warrior, she 
has the survival skills, but no actual survival. Newton, although writing about Austen’s 
novel, offers a noteworthy analysis of Elizabeth’s dilemma. “Elizabeth’s autonomy [...] frees 
her to choose Darcy, and Elizabeth’s untraditional power is rewarded, not with some 
different life, but with woman’s traditional life, with love an marriage” (Newton 39). In other 
words, while Elizabeth’s assumed masculine role has prohibited gentle emotions from her, 
it also allows her to deliberate on her reasons to choose Darcy, this is, whether she can accept 
the reality that comes with such survival, domesticity. 
 In conclusion, the subtext of female survival in Pride and Prejudice can be 
argued to linger underneath the marriage plot and surface at certain points of the narrative, 
which Regis calls as essential elements in a romantic novel. These particular points in 
narrative can be claimed to reveal a concern for the social survival of women. As survival is 
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only guaranteed by marriage, it can also be viewed as a notion that signifies the inequality 
between sexes. Whereas the men of the source text demonstrate social and economic power, 
and flaunt this power of women, the female characters cannot act as ‘choosers’, but they 
accept what is offered.  
 According to my analysis, Pride and Prejudice and Zombies can be read to 
underline these above-mentioned points that illustrate female characters aims to survive 
(socially) and present them as parallel to the events of survival against the zombie threat. 
The society is flawed because it inherently obstructs its female members’ survival; it is 
flawed also because of the zombie plague. The barriers which exist between the heroine and 
her hero are of multiple sources, but the one posed by economy stresses the imbalance of 
power between men and women. This aspect of imbalance the adaptation parodies with 
emphasizing Elizabeth’s assumed masculine role of a Shaolin-trained warrior. However, 
although the parodic narrative is laden with female demonstrations of power, the “Point of 
Ritual Death” implies that femininity is should be strictly tended, and that, as in Gilbert and 
Gubar’s reading, female survival is dependent on male approval and protection. 
Consequently, the Betrothal takes place after all obstacles have been overcome. In the cases 
of Elizabeth and Darcy this means “a juggling act in which all the economic and social 
powers of the traditional husband/hero must be demonstrated at last but demonstrated 
without diminishing the powers of the heroine” (Newton 39). In Pride and Prejudice and 
Zombies, however, the heroine’s powers are shown to be diminished, as is shown by the 
following passage: “the sisters of Bennet–servants of the secrets of Shaolin, and brides of 
death–were now, three of them, brides of man, their swords quieted by that only force more 
powerful than any warrior” (Grahame-Smith 317). As the passage implies, domestic 
femininity and katana-wielding do not match thus making it debatable whether the sisters 







3.2.2. Jane Slayre 
 
In the analysis that follows, I aim to show how Erwin’s Jane Slayre, using zombie horror 
topoi, rewrites its source text’s discussion of female autonomy and gender inequality in 
terms of  (social) survival. Brontë’s novel can be seen to portray both bare and social 
survival, which function as complementary contexts. To illustrate, Gilbert and Gubar 
recognize Jane Eyre as 
a distinctively female Bildungsroman in which the problems encountered 
by the protagonist as she struggles from the imprisonment of her childhood 
toward an almost unthinkable goal of mature freedom are symptomatic of 
difficulties Everywoman in a patriarchal society must meet an overcome: 
oppression (at Gateshead), starvation (at Lowood), madness (at 
Thornfield), and coldness (at Marsh End). (339) 
Thereby, according to my reading, the horror topoi and the category of Survival in Activism 
can be noted to emphasize the above mentioned aspects of survival found in the source text. 
In other words, the variety of physical adversity and psychological unease reflect the 
different aspects of the protagonist’s struggle for survival. These aspects can also be seen to 
emphasize the female Gothic structure in Jane Eyre in which the heroine progresses from 
struggle to success. However, unlike Hoeveler, who argues Brontë’s novel to embody “the 
passive-aggressive behaviour that lies at the heart of a gothic feminist” and that her heroine 
to have received her happy ending “having done nothing much at all”, the adaptation stresses 
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Jane’s agency (222). The rewritten heroine’s activist attitude can be argued to emphasize the 
source text’s views on women’s survival in society. 
 According to my reading, the adaptation uses the topos of the zombie master as 
a representation of patriarchal authority which acts to dominate women. To support my 
argument, this subtext is also manifest in the source text. For instance, according to Chris R. 
Vanden Bossche, “Rochester, both offers [Jane] freedom and threatens to enslave her” (60). 
Furthermore, Vanden Bossche asserts that  
[b]y representing Rochester as enjoying her passive enslavement, [Jane] 
creates a rhetorical context for resistant agency, which emerges in active 
form when she declares to him that if he persists she will go out as a 
missionary to preach liberty to them that are enslaved. (60) 
This becomes evident also in the adaptation in which the character of Jane Slayre is depicted 
as adamant in her vampire slaying quest, but that she also feels obliged to free, in other words 
kill, those who have been zombified by their cruel masters. In addition to this, in its rewriting 
of Jane Eyre, Jane Slayre can also be seen to rewrite the themes of female Gothic in general. 
Therefore, although laden with images from horror and action cinema, there appears a potent 
concern for woman’s right to fight for her independence and existence, as well as, “optimism 
about possibilities for change” (Smith 31). 
 The inequality between genders becomes exceedingly evident in the portrayal of 
Jane in relation to other patriarchal figures such as Mr. Brocklehurst/Bokorhurst, Mr. 
Rochester, and St. John Rivers. Each male character is depicted as controlling a group of 
women. While Mr. Brocklehurst/Bokorhurst is the bigoted rector of Lowood school, Mr. 
Rochester is bound to Thornfield because of Bertha and Adele, with Mrs. Fairfax, Grace 
Poole, and Sophie as his subordinates. St. John Rivers, conversely, juggles between his two 
sisters and Rosamond, whose affections he refuses to return.  
  
118 
 The adaptation’s portrayal of Jane in relation to each of these male characters 
can be suggested to emphasize Brontë’s original arguments and Jane’s unconventional 
femininity. The scene in which Jane Slayre first meets the rewritten Mr. Bokorhurst 
highlights Jane’s determination and echoes Brontë’s portrayal of Jane.  
‘Psalms are not interesting,’ I said. Most especially not for a meager two 
nuts.  
‘That proves you have a wicked heart and you must pray to God to change 
it, to give you a new clean one, to take away your heart of stone and give 
you a heart of flesh.’ 
I was about to ask how the change of heart was to be performed. Did he 
act as God’s intermediary? Did he mean to perform an operation to change 
my heart? [...] I could picture him reaching in and pulling my heart out, 
still beating. (Erwin 34) 
As the passage shows, Jane does not waver or silently agree with the dictation of the school 
rector but she speaks her mind. In addition to this, the scene parodically draws a connection 
between divine powers and male control. Indeed, Mr. Bokorhurst is a bokor, “a voodoo 
priest, a kind of sorcerer” (Erwin 69), and his aim is to put women in their place, to turn 
schoolgirls into zombies and sell them into domestic slavery.  
 It is possible to see a parallel relationship between the possessed female and the 
zombie master, and Jane and the patriarchal figures: the critique of patriarchal control and 
inequality between the sexes has been translated into modern terms by the use of zombie 
topoi. This notion reminds of the early developments of the popular zombie genre, 
particularly of the stories which were inspired by Haitian voodoo. Jane Slayre can be argued 
to repeat the trope of the possessed female, the helpless woman enslaved by a zombie master. 
It seems that the character of Jane, being a proto-feminist creation, resists to be cast as a 
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passive victim like the bride in the film White Zombie. For instance, after losing her friend 
Helen Burns first to tuberculosis and then to Bokorhurst’s zombification, Jane beheads her, 
and with the help of her teacher Miss Temple, decides to confront the rector for his actions. 
The adaptation’s Miss Temple’s exclamation after their victory over the rector seems to 
underline the juxtaposition of the patriarchal lead and his female subordinates: “Oh Jane, my 
darling girl, we’ve done it. We’ve freed the girls and Lowood from the tyranny of Mr. 
Bokorhurst at last!’ (Erwin 98). Ironically, and perhaps as a form of poetic justice, the rector 
is eventually nearly eaten to death by the girls which he turned into undead slaves. Almost 
as if avenging for the enslaved female characters of so many Gothic and horror narratives, 
the girl zombies destroy their zombie master and end patriarchal control in the school. 
 In addition to literal zombication, Brontë’s critique of gender relations, 
particularly regarding love and marriage, offers a valid subtext for symbolic zombification. 
According to convention, particularly in the nineteenth century, a woman not only lets go of 
her own family and joins her the one of her husband’s, but she also relinquishes her 
independence and joins her husband so that the two become one. According to Ingham, 
“when women did achieve what was seen as their main purpose—marriage—they became 
not first-class persons but non-class persons” (The Brontës 51). This idea that a woman loses 
herself in marriage and succumbs to her husband and his identity, is criticized by Brontë and 
parodied by Erwin’s adaptation. Like a woman loses her autonomy and, in essence, herself 
as well to her husband in marriage, similarly a victim of zombification loses one’s self to the 
master. Rochester, as well as John Reed and Mr. Brocklehurst/Bokorhurst, is referred to as 
master, a term incidentally linking the text to the notion of the zombie master. The following 
description of Rochester, given by Jane Eyre, reminds of both the social reality of the time 




My master’s colourless, olive face, square, massive brow, broad and jetty 
eyebrows, deep eyes, strong features, firm, grim mouth—all energy, 
decision, and will—were not beautiful, according to rule; but they were 
more than beautiful to me: they were full of an interest that quite mastered 
me that took my feelings from my own power and fettered them into his. I 
had not intended to love him [...]. (Brontë 174) 
The less-detailed description of Rochester suggests that the adaptation’s Jane seems to be 
less mesmerized by her master than the source text’s heroine: 
My gaze was drawn to his rough face, the olive complexion, square brow, 
deep eyes, firm mouth. Was he beautiful according to rule? [...] But he was 
beautiful to me. He quite mastered me. I had not intended to love him. 
(Erwin 181) 
 Although it may not seem a major detail, it should be noted that in the adaptation 
there is no mention of Jane losing control over herself and her feelings, and ofbeing confined 
to Rochester. She does, however, acknowledge herself to be “mastered” by his appearance. 
Brontë’s Jane, however, seems almost as if she is under a spell; the description of her state 
strikes a resemblance with the Gothic spells under which many heroines surrender to their 
masters. Thus it may be suggested that Jane and Rochester’s relationship is one which 
resembles that between a zombie master and the female whom is about to be enslaved. While 
Brontë’s Jane can be seen to be wavering on the border of autonomy and passivity, the 
adaptation depicts Jane as being more in control of herself, after all, she is a slayer who has 
to remain alert for danger.  
 Jane, however, lets down her guard and accepts Rochester’s proposal for 
marriage. The feelings she has for her master, the elements of the love story in the narrative, 
can be argued to be a part of Jane’s zombification, becoming a part of her master. On the 
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morning of her wedding, Jane is dressed in white like the bride in White Zombie, and 
Rochester takes her to another bokor-character, a priest, who is to conclude the spell and 
confine Jane to Rochester for eternity. The spell and the process of Jane’s figurative 
zombification, however, are abruptly broken by the revelation of Rochester’s existing wife: 
“[m]y nerves vibrated to those low-spoken words as they had never vibrated to thunder. My 
blood felt their subtle violence as it had never felt frost of fire, but I was collected, and in no 
danger of swooning” (Erwin 267). The adaptation repeats Brontë’s passage in which it seems 
as if Jane is suddenly awoken from the spell in which Rochester has enraptured her.  
 After nearly losing her autonomy, Jane can be seen to hold on to it even tighter, 
an aspect which can be read in the source text as well as in the adaptation. Thus, when she 
faces St. John, the final patriarchal trial in the narrative, she is able to resist his spell, the 
fallacy of equality. Although St. John indeed offers Jane intellectual equality and a joint 
mission in India, he too wants to her to take the position of the enslaved partner: 
‘I am ready to go to India if I may go free,’ I said. ‘I do not think we should 
marry.’ He shook his head. ‘Adopted fraternity will not do in this case. 
Either our union must be consecrated and sealed by marriage, or it cannot 
exist. Do you not see it, Jane? Consider a moment - your strong sense will 
guide you. You would not be safe to travel alone with a man who is not 
your husband.’ (Erwin 363) 
St. John, however, lacks the magnetism of a zombie master, which Rochester has, and thus 
he is not able to attract Jane to become his bride. Jane herself is resolute in her decision. As 
is shown in the following passage, whereas St. John pleads Jane to leave for altruistic 
reasons, Jane refuses to go for selfish reasons. 
‘But for India,’ he said, his blue eyes entreating. ‘Do it for India.’ 
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‘For India?’ I laughed. ‘I will do that for no one but myself and the man 
that I love. He is not you.” (Erwin 363) 
 It should be noted that the adaptation puts a strong emphasis on the romantic 
aspect of the narrative. Although Jane’s love for Rochester could be perceived as a passive 
trait, evoking conventional gender roles of romantic stories, Jane, in fact, reflects what 
modern readers expect from a female heroine. In Radway’s terms Jane is “intelligent, 
spunky, and independent” (125), and the adaptation acts out this characterization even more 
so. On a side note, it is debatable whether this trait affects Jane Slayre’s role as a Final Girl, 
who has usually been depicted as virginal or asexual character. Even Buffy Summers in 
Buffy, the Vampire Slayer, who has numerous times been used as an example of a Final Girl, 
has many serious and less-serious love affairs throughout the series. Thus, in my view, 
instead of viewing the aspect of romance and Jane’s love for Rochester as a passive trait 
common for conventional romantic femininity, her love could be understood as a 
demonstration of her autonomy and her activity. She holds on to her attachment because she 
wants to, not because she has to. Furthermore, her return to Rochester can be claimed to be 
an informed choice. The cry she hears in the night signals that he is in danger and, as a true 
Final Girl nonetheless, she is the only one who can save him. 
 Towards the end of the narrative Brontë’s themes of female autonomy and 
equality between sexes are tied together and emphasized by the adaptation’s genre additions. 
The source text depicts a change in roles which is further emphasized by the adaptation: “I 
told you I am independent, sir, as well as rich. I am my own mistress” (Erwin 376). As she 
returns to Rochester, Jane demonstrates that she is an autonomous woman of distinction and 
not dependent on anyone: she has money, a job, friends, and a home where she can return. 
In other words, Jane Eyre/Jane Slayre succeeds in her attempts for social survival, even 
without marriage. Rochester, however, is crippled and infected with lycanthropy by Bertha. 
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He is now stripped of all the previous glory, and in his current state, he cannot charm and 
command Jane in the manner of a zombie master, as Jane is now the one with more power. 
In fact, Rochester’s rewritten fate, like that of Mr. Brocklehurst/Bokorhurst, can be claimed 
to express poetic justice to the women he has exploited: 
‘The poor thing jumped on me, all teeth and claws. We had minutes to get 
out, if that, and she decided to take me down with her. I finally got her off, 
and she ran for the roof. I tried, once more, to bring her down, but she 
jumped to her death. It was only later, while escaping the flames, did I 
realise she had bitten me when we grappled. More than once. She broke 
the skin.’ [...] ‘John and Mary are my jailors now, when, once a month, the 
moon is full. They lock me in the attic, Jane.’ (Erwin 377-78) 
In this passage Rochester is rewritten into the madman in the attic. Like periods confine 
women, Rochester is similarly confined in the attic by his illness, and the character is 
evidently made to act out what he has inflicted on Bertha. Equally, as Rochester made Jane 
dependent of his good will when she was his subordinate, he now is dependent on hers. This 
reversal of roles can be read to denote gender parody. 
 Chapter Forty, beginning with Jane’s confession-like statement “[r]eader, I 
buried him” (Erwin 386), portrays a drastic change in the power structures: in order for 
Rochester to survive, he has to put his life in the heroine’s hands. At his stage, it is possible 
to read Jane as the zombie master: she buries Rochester, kills his old, infected self, and 
resurrects him as a new and improved version, that she may be able to marry without fear. 
This reading is further supported by the adaptation as shown by the following passage: 
Would it not have been better, reader, to let nature take its course once a 
month? To lock him up until it passed and hope he would not break free? 
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It seemed to me it would. But Edward would not hear of it. If there was a 
cure, he wanted it. (Erwin 388) 
In this pastiche monologue the rewritten Jane speaks of her desire to allow Edward stay 
infected and to imprison him like he did to Bertha. Nonetheless, even in his request for a 
cure, Jane still has the advantage, as there is no one else who can help him survive. Thereby, 
Jane Slayre can be claimed to echo the conclusions of many female Gothic texts: the heroine 
overcomes adversity, gains a secure status, and marries the “her gothic hero [who] has been 
tamed and ritualistically wounded” (Hoeveler 204). However, whereas the source text 
depicts an ending of marriage and family for Jane, which is the prize at the end of a Gothic 
heroine’s journey, the adaptation underscores Jane’s profession and role as a vampire slayer.  
 In conclusion, my reading of the representations of survival has focused on, 
firstly, how survival appears in Jane Eyre and, secondly, how the adaptation uses horror 
genre topoi to rewrite the governess/vampire slayer Jane’s Gothic journey to survival. The 
aspects of bare and psychological survival apparent in Brontë’s novel can be understood to 
reflect the difficulty of female survival, which is challenged even more so by the society’s 
perceptions of independent, unmarried women. In contrast, marriage may not offer survival, 
but only on paper. Conversely, many female Gothic texts depict the heroine’s journey full 
of similar challenges, but reward her with a ‘happy ending’, which the scholars like Hoeveler 
sees as representing victim feminism.  
 In my analysis I have argued that Rochester and other representatives of a 
patriarchal social system function as zombie master characters whose aim is to put women 
under a spell and enslave them. Here, my reading of Jane as a Final Girl, finds further use. 
Although the rewritten Jane falls momentarily under her employer’s spell, this can only be 
seen as one of the trials she goes through as a Final Girl. In Welsh’s terms, Jane “[adopts] 
stereotypically male traits” and “[acquires] a phallic weapon”, the stake, and by virtue of her 
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pure and virginal attributes is able to survive and conquer the film’s central antagonist”, 
Rochester (770-71). The way Erwin has rewritten Brontë’s novel does not suggest of the 
passive-aggressive attitude characterizing victim feminism, but its a bonafide representation 
of female agency in a society that locks up unruly wives in the attic. 
 
3.2.3. Little Vampire Women 
 
The analysis of survival in Little Vampire Women begins with the presupposition that the 
adaptation, like the two other discussed above, rewrites the theme of survival found in its 
source text, Little Women. While survival in the original novel may not initially seem as 
transparent as in, for example, Jane Eyre in which Jane struggles against hunger, cold, and 
the monsters of her imagination, there is a marked subtext of survival. The narrative alludes 
to this subtext with, for instance, the Civil War and the possibility of their father’s demise 
and the illness and death of Beth. Nevertheless, what can be claimed to be the most 
significant aspect of survival in Little Women is how the narrative portrays the March sisters’ 
attempts to survive girlhood and progress into adulthood.  
 According to Eve Kornfeld and Susan Jackson, as an example of the female 
bildungsroman, Little Women could be seen as a blend of the usually male-oriented coming-
of-age-novel and domestic fiction (69). Here the notion of domesticity becomes important. 
Because “domestic fiction depicted patterns of behaviour with which [women readers] could 
identify–life in the home” and because Alcott’s novel was specifically aimed at adolescent 
readers, it promotes a certain feminine norm (69). Also Kornfeld and Jackson see this an 
apparent in Little Women: although Alcott portrayed the March girls “as interesting 
characters, capable of fun and adventures [...] the heroines must also learn how to ‘govern 
the kingdom’ of the self by learning to be good women” (69). Following this idea, it can be 
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argued that to survive girlhood they have to exorcise the demons of their femininities, and 
learn to obey authorities and norms to secure an acceptable position in society. This is 
demonstrated in the way the Little Vampire Women juxtaposes surviving girlhood with 
surviving vampirism, creates and in so doing presents a comparison which can essentially 
be interpreted as surviving femininity in its restraint and monstrosity. 
Girlhood as a context of threat does not represent a life-threatening or otherwise 
dangerous place in life. It does, however, represent obstacles which the protagonists have to 
cope with on personal and societal levels. These obstacles include, particularly, the growth 
into norm-abiding womanhood. Sarah A. Wadsworth points at Jo March as a tomboy and 
stresses that “Alcott’s portrayal of Jo flouts the characteristics ascribed by convention to 
nineteenth-century heroines” (29). Jo seems to also reject the idea of growing up into 
womanhood and all the demands that come with it. It seems that there is enough in girlhood 
to suffer for the characters who laments for not being a boy: “I hate to think I’ve got to grow 
up, and be Miss March, and wear long gowns, and look prim as a China-aster!” (Alcott 12) 
Also Martha K. Hoffman acknowledges the contradiction of girlhood, stating that 
nineteenth-century American art shows a “strong stance that girls were seen as ‘angelic, 
passive and domestic’, and that girls operating outside these norms were “transgressive” and 
“tomboys” (135). These examples of feminine duality suggest that a girl’s progress into 
womanhood is laden with obstacles which have to be overcome, obstacles which are of both 
external and internal origin. In essence, girlhood is something that calls for survival. Indeed, 
to quote Wadsworth’s view, 
the problem with which Jo contends throughout Little Women was 
evidently a pervasive and enduring one for American girls: the problem of 
how to bridge the gap between the relative liberty of girlhood and the 
potentially stifling constraints of womanhood. (29) 
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All this can be read in the survival strategies represented by the March women. 
To begin with, Survival in Obedience is chiefly demonstrated in the moral of the narrative, 
in the teachings of the March parents, and particularly in the motherly guidance of Marmee. 
In Messina’s text the lessons of humanitarianism and self-discipline, which she preaches to 
her daughters, she has herself learned from her husband. 
‘How did you learn to control your hunger?’ 
‘Your father, Jo. He never loses patience, never doubts or complains, but 
always hopes, and works and waits so cheerfully that one is ashamed to do 
otherwise before him. He helped and comforted me, and showed me that I 
must try to practice all the virtues I would have my little girls possess, for 
I was their example. (Messina 78) 
This passage can be claimed to support the notion of obedience of an authority as a key to 
survival. Marmee complies with father March’s moral guidance, he who, “[b]eing an ethical 
vampire with implacable morals” (Messina 10), is represented as the source of wisdom and 
object of worship in the family. He is, after all, a vampire minister who conveys the words 
of God in his teachings. This authority structure reveals the control of a deity and a male 
family-figure over the female characters, thus suggesting that female survival is indeed 
dependent of male protection and obedience of authority. 
While Marmee evidently represents Survival in Obedience, and thus each of her 
daughters as well, it is the character of Beth whom can be argued to almost epitomize the 
idea. The following passage illustrates how Beth is different from her sisters: 
Dear little bird! See, Jo, how tame it is. I like peeps better than the gulls. 
They are not so wild and handsome, but they seem happy, confiding little 
things. I used to call them my birds last summer, and Mother said they 
reminded her of me - busy, quaker-colored creatures, always near the 
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shore, and always chirping that contented little song of theirs. (Alcott 295) 
 The rewritten Beth follows closely Alcott’s original creation. Beth is shy and, like the iconic 
character of a reclusive vampire, she keeps to herself in the security of her home. She helps 
with household chores, drowns her sorrows in duties, and entertains herself by playing the 
piano, and snacking on kittens. Although domestic, she is not thoroughly passive as is 
demonstrated in her impulsive sireing of Mr. Lawrence. Beth, however, appears to depend 
only on obedience as her primary survival strategy. She acts according to her parents’ wishes 
and the family’s humanitarian mission, and does not challenge her older sisters, let alone the 
society around her, as the youngest sister Amy does. Beth’s attempts to survive by merely 
being obedient prove to be futile. If Beth is considered primarily as a vampire character, her 
survival strategy seems equally ineffective; while her obedience to the humanitarian moral 
may save her soul, as hoped by Marmee early in the adaptation, it does not allow Beth the 
Vampire to survive her undead girlhood into adult vampire femininity. While the adaptation 
presents Beth’s demise as an unfortunate result of a vampire slayer scheme, as the kittens 
she loves to consume are revealed to have been poisoned, the narrative also points out that 
the failure to survive may result from Beth’s passivity and exclusion from the social sphere. 
This notion carries a subtext: female survival, like vampire survival, requires 
more extensive social interaction, as obedience and the security of home alone cannot 
guarantee survival.  Following a moral or a specific code of conduct implies that there is a 
larger social context in which the moral or code is valued. In Beth’s case, this is her 
humanitarian beliefs: she is the tame, quaker-coloured vampire who keeps to the shore. 
Therefore it can be suggested that the aims to survive through obedient behavior themselves 
aim for Survival in Society. Thus, as Beth could not cope well with society and others around 
her, obedience, her sole survival strategy, proves to be redundant and fails her. This is a 
considerable contrast to other contemporary vampires with similar survival strategies, for 
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instance, the vampire figures in the Twilight franchise.   
In contrast to authority-led survival, Survival in Society highlights individual 
characters’ differences in their approach to society and surviving (in) it. In Alcott’s novel it 
is the girls’ poorness and gender that hold them back. From the onset, like the source text, 
the adaptation points out the importance of wealth for one’s survival: 
‘Christmas won’t be Christmas without any corpses,’ grumbled Jo, lying 
on the rug. 
‘It’s so dreadful to be poor!’ sighed Med, looking at her old dress. 
‘I don’t think it’s fair for some vampires to have plenty of pretty squirming 
things, and other vampires have nothing at all,’ added little Amy, with an 
injured sniff. (Messina 2) 
The passage highlights a dual obstacle: following in Alcott’s footsteps, the vampire sisters’ 
poorness and lack of goods is presented as an obstacle which they wish to overcome. In 
addition to this, soon also their vampire “ethnicity” is shown to affect their social survival. 
Representing female vampires as tamed and domesticated creatures, the mash-up novel 
parodies the social reality reflected in Alcott’s novel: that a male-dominated society leaves 
its home-bound female members only little opportunities to affect their social standing.  
 The previous passage stresses the sisters’ situation: to be both poor as well as a 
vampire defines them as social outcasts, a role which they have to overcome to survive. Such 
aspects of survival become interestingly contradictive when contrasted with the vampire, 
who, after all, has not conventionally been considered a particularly obedient creature or 
interested in the worldly matters of (human) society. The vampire can be argued to live only 
for the urge, and its survival strategy to be dictated by its survival instinct. Furthermore, 
considering the attributes attached to the female vampire, “darkness, the undead, moon, the 
tomb/womb, blood, oral sadism, bodily wounds and violation of the law” (Creed 71), the 
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adaptation’s participation in the discussion of social survival could not be more 
contradictive. The character of Angel in Buffy the Vampire Slayer is a useful example of 
how such moral duality is realized in a vampire. In the words of Amy Kind, “[a]s typically 
depicted, the vampire rises from the grave to a potentially immortal undead existence, 
sustaining himself by drinking the blood of the innocent” (86). The television series depicts 
Angel, a vampire who is given with a soul after a gypsy curse (Kind 86). Here, the term soul 
should be understood as ‘conscience’ or a ‘sense of morality’, which often denote (religious) 
faith in the Anglo-American discourse. Angel, in contrast to his previous self, is like “an 
unhappy addict who wishes he could put an end to his own unquenchable thirst for blood” 
(Kind 86). By doing good deeds, Angel attempts to redeem himself and survive among those 
who he has or wants to hurt.  
 Social survival, however, is presented as a key object for the characters of Meg 
and Amy March. While both rely on obedience as their primary survival strategy, Meg, in 
particular, is exceedingly concerned about her social survival. Her interaction with other 
members of society has made her to acknowledge that a moral code does not get one too far; 
a woman should also possess beauty or wealth to secure her survival. Although Meg has the 
desired looks and beautiful white hands, her overall appearance is spoiled by her poorness, 
her clothes are a tell-tale sign of her family’s poor financial status, and make her a less 
eligible wife candidate. Her exclamation in the beginning of the narrative, “[i]t’s so dreadful 
to be poor!” (Messina 2), while pointing at her old dress, reveals Meg’s fears for love and 
happiness being reserved only for those with money.  
 Thus, aiming to cheat the system, Meg assumes a role of a fine lady 
through which she hopes to turn her fantasy into reality. In the chapter “Meg Goes to Vanity 
Fair”, Meg visits the Moffats, an affluent vampire family whose daughter Annie has taken 
the March girl into her good graces. Although Marmee provided her oldest daughter with a 
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few luxury items, “relics of past splendour” (Messina 81) to ensure that her daughter fits in 
with the rich Moffats, Meg, nonetheless, feels overwhelmed “by the splendour of the house 
and the elegance of its occupants” (Messina 82). Meg, however, plays her part well as she 
soon begins to “imitate the manners and conversation of those about her, use French phrases, 
show off her fangs, decorate her dresses with blood platters and play parlour games upon 
vampirists” (Messina 82). Trying to assimilate into the fashionable society she so adores, 
she lets herself to be dressed up for a ball by one of her young hostesses: 
They laced her into a sky-blue dress, which was mortifyingly low in the 
neck to modest Meg. Gold filigree was added to her fangs, bracelets, 
necklace, brooch and even earrings, for Hortense tied them on with a bit 
of pink silk which did not show. A cluster of tea-rose buds at the bosom, 
and a ruche, reconciled Meg to the display of her pretty white shoulders, 
and a pair of high-heeled boots satisfied the last wish of her heart. A lace 
handkerchief, a plumy fan and a bouquet in a shoulder holder finished her 
off, and Miss Belle surveyed her with the satisfaction of a little girl with a 
newly dressed doll. (Messina 84) 
However, just like dolls are only tools with which fantasies are enacted, Meg’s lavish outfit 
is only a disguise concealing her, the girl behind the role of excess adult/vampire femininity 
which she plays. While her act manages to fool some, it is Laurie’s astounded stare which 
reveals her as a pretender. Thereby, the passage also reminds of Butler’s notion of the 
performativity of gender. Fearing that he will not only expose her true identity to the 
fashionable vampire folk but also tell about her unmaidenly acts to the March family 
ultimately ends the show for her. 
 While Meg fails in her attempts to survive through social climbing, Amy, the 
youngest of the March sisters, succeeds. She is not, unlike Meg, anxious of her social 
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standing, but rather seems to believe in her right to excel as well as others, if not even better. 
In addition, it can be suggested that unlike her oldest sister, she does not have to mime to 
succeed – she is one of those whom Meg tries to imitate. Indeed, she is said to be “the most 
insistent [of the sisters] in her claim to adult privileges” (Keyser 69), which in the case of 
the adaptation could be read as one of her vampire privileges: “Amy, though the youngest, 
was a most important person, in her own opinion at least. A regular snow maiden, with blue 
eyes, and yellow hair curling on her shoulders, pale and slender, and always carrying herself 
like a young vampire lady mindful of her manners” (Messina 7). 
 Elizabeth Lennox Keyser implies that Amy’s subversiveness is easy to overlook 
because “she appears the conventional heroine” (75). Conventional she may be in the sense 
that she has the appearance of a heroine and that she seems to submit passively to the role of 
a Victorian angel, adorning herself and her home, and perhaps even because of her 
stereotypically feminine, flighty temper. In addition to these, Amy acts like a respectable 
working girl, selling her company to the high society ladies: “I am willing to work. […] 
Patronage does not trouble me when it is well meant” (Messina 235). Patronage, indicating 
offers and favours of those more with more financial and social power given in exchange for 
agreed contributions, can be suggested to be the key to Amy’s social survival. By pleasing 
individuals more affluent than her, Amy is able to take advantage of others’ wealth and 
improve her own situation in society, her ultimate social survival boils down to securing a 
status. By marrying Laurie, she not only guarantees her financial survival, but also her status 
in society as a married vampire woman. While Amy’s success as a social survivor could be 
seen to result from her being an active female character, a characteristic which can be seen 
to be connected to the character being a female vampire, her survival strategy is not exactly 
to survive through activism, but by rather actively adapting to her immediate environment 
and taking advantage of favourable situations.  
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The character of Jo, however, can be claimed to represent Survival in Activism, 
the attempt to survive by actively seeking redeeming solutions to conquer the context of 
threat, as well as actively going up against the antagonistic force. The adaptation makes use 
of Jo’s description which portrays her as an awkwardly thin and tall girl with colt-like 
appearance, with “her one beauty”, her long, thick hair “usually bundled into a net, to be out 
of her way” (Messina 6-7), and extends the portrayal of the tomboy heroine to a depict her 
not as an aspiring author but as a vampire defender. While Little Women’s Jo has often been 
said to mirror the novelist herself, the character can also be seen to represent a girl’s desire 
to survive her girlhood and the restriction she sees femininity will only have to offer her. By 
endeavouring on a literary career, or the profession of vampire slayer hunting, the character 
of Jo represents an active femininity and resists the conventional typecasting of heroines.  
Outspoken and wild, Jo is like the son the Marches never had. Although she is 
hired as her aunt’s protectress, she is not expected to exactly protect her, for engaging in a 
physical battle against an enemy to save her aunt from harm would probably be improper 
for a girl her age. Nonetheless, like Alcott presents the library room as a space of information 
and adventure which enables Jo become increasingly active in her literary pursuits, Jo the 
Vampire finds similar comfort of her late uncle’s Gothic-style study, a dungeon-like room 
full of books and equipment, which allows Jo to pursue her interests of slayer hunting. As 
the novel puts it, 
Jo remembered the fierce old gentleman who used to let her play with his 
dart gun and told her thrilling stories or do-or-die hunts. He nurtured her 
love of adventure but stopped short of teaching her the mechanisms and 
techniques of modern-day slayer hunting, for he thought it a most 
unsuitable profession for any woman. (Messina 40) 
Furthermore, the room separates Jo from society and its demands, and represents both a 
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physical and a mental place which cultivates her independence and desire to “do something 
very splendid”, which can only imply to something else that a conventional adult 
womanhood has to offer (Messina 41). Also, in its rewritten portrayal of Jo, the adaptation 
can be read to echo its source text: both versions of the character appear to resist the 
conventional model of femininity represented by didactic youth literature. 
Eventually, as the adaptation points out, the little vampire women turn out to be 
nothing more than domesticated monsters with their obedience of a humanitarian moral to 
set them apart from those which they resist feeding on. The mash-up novel ends with an echo 
of the source text, Marmee’s exclamation “[o]h my girls, however long you may live, I never 
can wish you a greater happiness than this!” (Messina 317), suggesting that, at least thus far, 
the three remaining vampire women have survived their girlhood and progressed into adult 
femininity. Meg survives socially by marrying Brooke, a reformed vampire slayer, which 
secures her a suitable social status, albeit not the wealth and fashionable society she longed 
for. Although the social connections and wealth Amy was able to take advantage of might 
have allowed her to survive in society, her lack of profession or other merits of her own 
requires her also to seek survival through marriage. By biting Laurie, the boy next door, and 
thus making him her ‘mate’, Amy not only secures herself a suitable social status but also 
contributes to the survival of the race. Lastly, as Jo finds survival in activism, she also gains 
a profession and thus a respectable position in society. While Jo’s dream seems to have come 
true, and she appears to be independent of the domesticity which ties other female characters 
to their homes, the adaptation, following the source text’s example, attaches her to Professor 
Bhaer, an old Transilvanian vampire who is able to guide her to the right direction. On the 
basis of Gilbert and Gubar, the interaction of Jo the Vampire and Bhaer appears to 
demonstrate “the taming not just of any woman but specifically of a rebellious, imaginative 
girl who is amorously mastered by a sensible man” (Gilbert & Gubar 154). The vampire 
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girls, excluding Beth, survive their girlhood and enter a “simple, stable vision of feminine 
completeness” (Hollander 28). However, due to their vampirism and inherent potential for 
monstrosity, the simplicity and stability of their femininity remains debatable. 
To conclude, the rewritten representations of survival in Little Vampire Women 
bring out the less transparent forms of survival of the source text. The way in which the 
adaptation shows the March girls aiming to survive their vampirism can also be read to 
emphasize the idea of surviving girlhood and into adulthood. It is noteworthy, that in 
comparison to the two previous survival analyses, Little Vampire Women appears to focus 
the most on the notion of Survival in Obedience. This is probably due to source text which 
promotes a dutiful Christian moral. This, in turn, results into a stark contrast between the 
humanitarian March vampires and the conventional representation of vampire femininity. 
Beth, whose main survive strategy appears to be that of obedience, fails to survive. Beth’s 
lack of social interaction results to her untimely demise. In contrast, Meg and Amy’s main 
concern is that of their social survival, their access into high society and marrying well. The 
two, however, are distinguished by their individual performances of femininity. Whereas 
Meg poses as a fine vampire lady, Amy does not have to resolve to imitation—she is one. 
Lastly, Jo’s survival is defined by activism, which is illustrated by her choice of profession. 
Referring to these rewritten characters, the parodic rewriting of the adaption can be seen to 
be aimed at two specific aspects of the source text. Firstly, it is addressed at the contradiction 
of girlhood demonstrated by adolescent literature which, in Hoffman’s terms, can be defined 
as the juxtaposition of angelic and domesticated and transgressive and tomboyish girlhood. 
Secondly, according to Wadsworth’s idea, it deals with the question of “how to bridge the 
gap between the relative liberty of girlhood and the [...] constraints of womanhood” (29). In 
the adaptations’ terms this is a question of bridging the gap between the absolute liberty of 
























It is easy to dismiss a mash-up novel as a mere spoof. This is shown by Eckart Voigts-
Virchow, who states that “[i]t is probably not worthwhile to subject Pride and Prejudice and 
Zombies to a close reading New Criticism-style”, and claims that works such as these are 
written solely for financial reasons, “[seeking] to maximize the audience” (48, 44). Although 
Voigts-Virchow recognizes the ways in which a mash-up novel such as Pride and Prejudice 
and Zombies is constructed, noting that it is a “[p]astiche and generic crossover Regency 
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romance/horror” and that it crosses “gendered boundaries between ‘female’ romance and 
‘male’ action”, he fails to note how the adaptation rewrites and retells its source text (43, 
44). Voigts-Virchow’s words are not only a good example of the prevalent attitudes against 
popular fiction, and the superiority of one form of culture over another, but they also resonate 
equally predominant views of artistic originality. 
I have argued in this thesis that the mash-up novels studied in thesis, Pride and 
Prejudice and Zombies, Jane Slayre, and Little Vampire Women rewrite the representations 
of femininity and survival in their source texts. In this process of rewriting the above-
mentioned adaptations use genre topoi borrowed from, for example, vampire and zombie 
horror genres, and kung-fu works to create a contrast between the source text and the 
themselves. This contrast, in turn, can be suggested to be the aspect which a reader identifies 
as parodic. As is noted above, individually these works may seem as their sole intention is 
to ridicule their source texts. However, to suggest this in the light of my analysis, would be 
a gross simplification. Instead, when the adaptations are examined side by side, it becomes 
apparent that they aim their parody systematically at specific representations of femininity 
and survival in the narratives of their source texts. In terms of the representations of 
femininity, parody is aimed at the status of a female character and the notion of female 
propriety. In terms of survival, the targets are female survival and specifically the way it is 
dependent on male approval and restricted by a patriarchal social system. 
I have shown that the representations of femininity are always inevitable 
products of socio-cultural contexts. Austen’s, Brontë’s, and Alcott’s narratives reflect the 
ethos of femininity in their historical and social contexts. In contrast, the adaptations and the 
genre elements they use communicate differing perceptions on femininity. Nonetheless, 
what connects both cases is that the representations appear to be founded on a perception of 
female gender and, in Butler’s terms, how it is performed. Butler sees a similarity in the 
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performative acts in theatre and “acts by which gender is constituted” and illustrates her 
point with an analogy of actors on stage (521).  In Butler’s words, “[a]ctors are always 
already on the stage, within the term of the performance. Just as a script may be enacted on 
various ways, and just as the play requires both text and interpretation, so the gendered body 
acts its part in a culturally restricted corporeal space” (526). To continue with this analogy, 
Butler maintains that in contrast to the example of theatrical performance, gender 
performances “are governed by more clearly punitive and regulatory social conventions” 
(527). The ‘punitive and regulatory social conventions’, which Butler writes about, can be 
claimed to be the ones which the rewriting evident in the adaptations affects.  
In other words, these notions imply to femininity which is emotional, gentle, 
nurturant, or weak, or suggest that a woman’s natural role is to be a wife and a mother. To 
illustrate this, Pride and Prejudice and Zombies rewrites the conventional representation of 
femininity in (historical) romantic fiction and thus retells the Austen narrative. Because the 
Bennet sisters are expected fulfill their feminine destiny and to marry, Elizabeth is decided 
to focus on being a warrior and killing zombies, instead of participating in the ritual of 
courtship and betrothal forced on women by their society. Jane Slayre, in turn, makes use of 
vampire and zombie horror topoi and imposes their representations of femininity on the 
source text’s. As the character of Jane Eyre lacks the conventional characteristics of a 
feminine heroine, this is underlined in the character of Jane Slayre, who is an assured and 
active fighter, a Final Girl with evident masculine attributes. In contrast, the character of 
Bertha Mason denotes the femininity of a female monster defined by deviance and excess. 
The mash-up novel Little Vampire Women continues with a similar idea of a dual 
representation of femininity, portraying vampire sisters who are growing up into adult, 
vampire femininity. Their growing pains, however, are defined by a constant juggle between 
a moral femininity and their natural vampire urges. Noteworthy is that each of the 
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adaptations studied in this thesis utilizes the trope of the female warrior or fighter to denote 
rebellion against conventional female roles. Also, each adaptation demonstrates evident 
critique against the notion of female propriety. These can be seen to align with the (proto-
)feminist subtexts of the source narratives. 
In terms of survival, I have shown the concept to be a multifaceted one of which 
it is challenging to make straightforward claims. This is because, while it can be seen as 
“bare survival in the face of ‘hostile’ elements”, it also has some less transparent forms (At 
wood 32). These less transparent forms of survival can appear as “everyday survival”, like 
Porter suggests, or, like Aphteker notes, as resistance or coping. In addition to these, survival 
can also be found in the way individuals either act according to a moral standard or obey an 
authority or, conversely, rebel against them. In the source texts these less transparent events 
of survival can be suggested to appear as the theme of female survival being dependent on 
male approval and protection which, generally speaking, means marriage.  
As I have argued, the adaptations can be read to bring out the representations of 
survival in their source texts by utilizing genre topoi as contrastive elements. To illustrate, 
the topos of a zombie apocalypse, denoting a life-threatening situation, can be argued to 
highlight Austen’s, Brontë’s, and Alcott’s embedded criticism of female survival. To support 
my analysis of the representations of survival, I construed a three-fold scheme whose three 
categories, Survival in Obedience, Survival in Society, and Survival in Activism are evident 
in the representations of survival in the adaptations. Survival in Obedience refers to a mental 
or psychological coping mechanism often defined by a set of moral codes or a moral 
authority to which a character trusts her survival. Survival in Society, in turn, depicts the 
ways in which a character tries to secure one’s survival in a social sense. Generally this 
happens through marriage or obtaining wealth. Lastly, Survival in Activism denotes an 
active resistance against the antagonist or the general threat. This is manifested in the action 
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scenes in which the heroine’s both attack against their enemies as well as in those where 
they protect themselves and others. 
Referring to the categories listed above, Pride and Prejudice and Zombies can 
be suggested emphasize Austen’s criticism of women’s social survival with portraying 
Survival in Activism. This results into the adaptation parodying the conventional marriage 
plot of romantic fiction. Intriguingly, Potter sees the term of “unmentionables” used by the 
adaptation to refer to zombies as illustrating the marriage plots of the main characters (17). 
According to her, both “Elizabeth and Darcy and Jane and Bingley [...] must battle the 
unmentionables of money and class”, but also Lydia is in danger of becoming “an 
unmentionable [...] through her elopement with Wickham (17).  In addition to this, the way 
in which the adaptation parodies Charlotte’s last attempts to survive, even when it is virtually 
impossible, underlines the do-or-die situation which Austen can be argued to criticize. 
Similarly, the representations of female survival in Jane Slayre revolve around 
marriage. Its focus, like its source text’s, is more in the potential incarceration of marriage, 
which is shown to be the price one has to pay for status that secures social survival. The dual 
nature of marriage can be seen to stem from the Gothic background of the source text: while 
marriage should be sought because it allows a woman to survive in society. It is however 
offered mainly by Byronic patriarchal figures whose main goal is to enslave a wife. True 
survival, however, comes from female autonomy and a union with an unthreatening, 
domesticated spouse. To rewrite the aspects marriage and incarceration, the adaptation uses 
to topos of a zombie master, which is manifest in the character of Rochester. In addition to 
this, Jane Slayre’s namesake heroine, in contrast to the views of scholars such as Hoeveler, 
can be read to emphasize Brontë’s Jane’s active rebellion against a patriarchal threat. 
Thereby, like in the Grahame-Smith adaptation, Jane Slayre employs the categories of 
Survival in Society and Survival in Activism.  
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Lastly, Little Vampire Women focuses on the notion of surviving girlhood and 
juxtaposes it with surviving vampirism. The adaptation can be argued to be the only mash-
up novel in this thesis which demonstrates all of the categories. To illustrate, Survival in 
Obedience is not only shown in the teachings on Marmee, who guides her daughters through 
the dangers of being a female vampire, but also in the character of Beth for whom obedience 
of a moral code appears to be the only survival strategy. However, as my analysis establishes, 
obedience alone cannot secure one’s survival, specifically not that of a female vampire. The 
survival of Meg and Amy, in contrast, seems to be defined by their will to succeed in society. 
With them, performance becomes a deal-breaker. Whereas Meg aims to survive through 
imitation and posing as a fine vampire lady, Amy does not have to assume a role—she lives 
and breathes it. This resonates Butler’s notion that gender has “cultural survival at its end” 
(522). Out of the four March girls, Jo, like her source text namesake, is the least feminine. 
Her survival strategy is defined by Activism: her will to become a vampire fighter protecting 
her own from the vampire slayers. Like the source text implied the profession of an author 
being most unorthodox for a woman, Little Vampire Women suggests the same about the 
profession on a fighter. This, among other attributes, denotes resistance against the 
conventional model of femininity presented in adolescent literature. 
On this basis, I find it plausible that similar readings can be made of other mash-
up novels as well. For instance, works such as Sense and Sensibility and Sea Monsters (2009) 
and Android Karenina (2010) are likely to parody both the aspects of female status and 
feminine propriety, as well as rewrite the subtext of female survival found in their source 
texts. While it should be noted that my study has focused solely on the female and the 
feminine, leaving out representations of masculinity and male survival, I see no reason why 
adaptations written on works with a more male-centred cast should not function the same 
way. Furthermore, since the film version of Pride and Prejudice and Zombies is being 
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released in January 2016, soon after the publication of this thesis, it will be interesting to see 
how the analysis of this thesis matches the contents of the film. Also, since film is, as 
remarked by Mulvey, an “advanced representation system” (“Visual Pleasure and Narrative 
Cinema 35) and the film version of the mash-up novel an adaptation of an adaptation, there 
may be new or other ways to denote the parodic relationship to Pride and Prejudice, the 
source text in the second degree. 
Bearing this in mind, I would like to critically address the Voigts-Virchow’s 
claim that novels such as these are probably not worthwhile to analyze in more detail. As 
demonstrated by my analysis and the supporting theory, this is not the case. It can be agreed 
that the conventional perceptions on femininity and survival are part of the use of power in 
society. These perceptions, particularly when they are seen as common knowledge or as 
‘natural’ characteristics, function as means of inclusion and exclusion. For these reasons, it 
is important to acknowledge the artificiality of these notions, that they are only social 
constructions that vary from culture, society, and context to another. In this, popular fiction 
and parodic rewriting has a noteworthy role. While there is no harm in reading mash-up 
novels such as Pride and Prejudice and Zombies, Jane Slayre, and Little Vampire Women 
for their humorous retelling on their source texts, because they obviously are that as well, 
their equal potential in rewriting the notions of femininity and survival should not be 
belittled. As a last note, the line of study that I feel should be given more attention, is that of 
the representations of survival. In its current state the notion appears as being taken for 
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